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PREFACE 


Andhradesa under the rule of the Kakatiyas of the 
Ekaiilanagara (Warangal) and the kings of Vijayanagara 
witnessed a marked development of Sanskrit literature in 
all its branches. Agastya Pandita who is praised as one of the 
greatest scholar-poets of his times by GangadevJ, the queen 
of Vzrakamparaya and the author of the Mathuravijaya, has 
enriched the Sanskrit literature with seventy four works. 
But only three works of this great writer, BalaBharata, 
Krsnacarita and Nala Kirtikaumudi have come down to 
us; the last one only in fragments. 

The Bala Bharata of about 1700 and odd verses, di¬ 
vided into 20 cantos, is like the Bharatamanjari of Kse- 
mendra, an epitome of the great epic Mahabharata. It is 
this Mahakavya which has won a good name for Agastya 
Pandita as a Mahakavi. Dr. Ghanasyamala Prasada Rao 
in his voluminous work “Agastya Pandita's Balabharata - A 
Critical Study” has made a successful attempt to bring out 
the greatness of this poem. 

The Indian literary criticism has its own long tradition 
of evaluation of a literary work which is perhaps not found 
in any literature. There are many works of Alankara iastra 
laying the guidelines to produce and appreciate a literary 
work. A critic would write an exhaustive commentary on 
a literary work of his choice and shows how it fulfils the 
conditions laid down by the llankarikas to be called a good 
poem or a drama by containing Alankaras, Gunas, Ritis, 
Rasas and Sandhis etc; and by presenting proper heroes 
and heroines. Therefore it is not correct to say, as some of 
the modern critics are prone to think, that the Indian liter¬ 
ary. criticism is deficient in its application, to the different 
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)oeticaI works. If the modern criticism is interested only in 
liscussing about the poet, the plot construction in a poem 
ind other aspects like characterisation etc., the Indian critics 
re interested more in finding out the factors which make 
literary work worthy of the name of a ‘Kavya’. It does 
lOt mean that our critics are unaware of the importance of 
tie plot-construction and the working of the poet’s mind in 
producing a good poetical work. We find hints about the 
lot-construction (as in the Dhvanyalaka while trying to de- 
ermine the main Rasa in the Ramayana and Mahabharata) 
nd also elaborate discussions (as in VakraktijiVita while ex- 
laining Prakaranavakrata and Prabhandha-vakrata in the 
3urth chapter) both Anandavardhana and Kuntaka explain 
ow the working of a poet’s mind reflects in the poem and 
lakes it beautiful or otherwise: 




cb^W^lll^^cl ?I%r: 


Dr. Ghansyamala Prasada Rao has used, in the present 
ork, both the methods of criticism. Following the modern 
lethod he discusses the author, his times and works in the 
rst chapter and his skill in characterisation in the third 
lapter. In the 2nd chapter in which he discusses about the 
exterity of the poet in epitomisation of Mahabharata we 
nd a beautiful blend of both the modern and the traditional 
lethods. This discussion which is specially required only in a 
itical work of this type of a poem, is very carefully carried on 
^ Dr. Prasdda Rao. After making a significant statement- 
brevity in narration, clarity in expression, originality in 
stting, beauty in treatment are the four pillars on which 
rmly stands the edifice of epitomisation in any language”, 
3 proceeds to explain with proper examples how all these 
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qualities are found in Bala Bharata, making this as the bes 
example for a fine work of epitomisation, looking like i 
Mahakavya with a newly conceived original theme. 

iantarasa is declared as the leading sentiment in 
Mahabharata by Anandavardhana. Taking this clue, 
Kalhana, in his Rajatarangini which describes the rise and 
fall of the different dynasties and kings in Kashmir, main¬ 
tains that .Santa is the Angirasa in his work; 

?rRnPT ll ” (iMdtfeJIull) 

Perhaps we may apply the same principle to the Raghuvamsa 
also in determining Santa as the Angirasa. Now the author 
of the present work also had no difficulty in determining 
Santa as the Angirasa in Bala Bharata. In addition to this 
he shows, in the fourth chapter, how Agastya Pandita has 
depicted aU the other Rasas also (as Angarasas) in different 
places; Sringara in the story of Santanu, Virarasa in the 
story of Drona and Drupada, Hasya in the story of Baka, 
Adbhutarasa in the Mayasabha-episode, Bhayanaka in the 
episode of Uttaragograhana, Bhayanaka and Bibhatsa in the 
14th canto Raudra in Saindhava episode and Karuna in the 
17th and 18th cantos. 

Whatever may be the importance of Dhvani and other 
elements in a Kavya, the style (Rtti) has its own impor¬ 
tance, in the absence of which the whole poem would look 
devoid of charm and therefore Vamana, the author of the 
Kavyalankara satra, is justified, to some extent, in declaring 
it as the very life of a Kavya. In the fifth chapter the author 
examines the style of Agastya Pandita and explains with ex¬ 
amples that the poet is a pastmaster of the Vaidarbhi style. 
Vamana cites the verse amgarw . (K.S.I.l) as the 
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imple for all the Gunas associated with the Vaidarbhirlti. 
1 the same lines the author expalins, by way of example 
w the very first verse contains many of the Gunas. He 
0 explains how the poet uses different styles on differ- 
t occasions with a sense of propriety. In the 6th chap- 
while examining the number of Alankaras employed in 
la Bharata; the author explains that Agastya Pandita has 
ictly followed the guidelines given by ^nandavardhana in 
. Dhvanyaloka “that 1) Alankaras must be ancillary 2) they 
3 uld not dominate 3) they should be curtailed or expanded 
accordance with the main idea of the context 4) extra 
iboration of Alankara must be avoided and in case of 
iboration, they should clearly be made secondary to the 
isa”. 

Mahabharata is rightly viewed by some as a 
larmasastra and it is natural therefore that its epitome 
ould contain some of the essential aspects of the Dharma. 
i is cited earlier Kuntaka feels that the nature of the poet 
fleets in a poem. The same can be said in the case of 
critical work also. Dr. Ghanasyamala Prasada Rao is a 
eat lover, strict follower and sincere exponent of Indian 
Iture and the high values of life cultivated through it. He, 
erefore, devotes one chapter to deal with the Indian Ethics 
general and the ethics contained in Bala Bharata in partic- 
ar. In the 8th chapter the author makes an assessment of 
e impact of Vyasa and Kalidasa on Agastya Pandita and 
gastya Pandita’s impact on authors of Bharatacampu and 
kkanasamayaji, the author of Andhra Mahabharata. Dr. 
hanasyamala Prasada Rao has done a highly creditable ser- 
ce to the Samskrita literature by writing this monograph on 
1 almost forgotten work, Bala Bharata in which he shows 
s critical acumen, clear understanding of the concepts of 
lankaras'astra and the interpretative boldness. But there 
e a few places where one may find it difficult to agree 



trxiii Views expressed by the learned author regarding the 
identity of Agastya Pandita with Vidyanatha. 

Many scholars like Dr.V. Raghavan and Prof. T. 
Venkatiaracharya are in favour of accepting that Agastya 
Pandita was one of the court-poets of Prataparudra II (1292- 
1323). Viswanatha who flourished in the court of Prata¬ 
parudra II mentions Agastya Pandita as his maternal uncle. 
Therefore Agastya Pandita may have to be accepted as the 
contemporary of Prataparudra II. The sentence in 

etc., (Prataparudriya II - 60) conveys the sense 
that “I am after all Agastya” but not “I am like Agastya”. 
Therefore inspite of many arguments of scholars like Prof. 
Venkatacharya and .the present author against the identity 
of Agastya Pandita and Vidyanatha, this question may be 
left as an open one. In the view of the above; the indebted¬ 
ness of Tikkana to Agastya Pandita is doubtful. In fact the 
examples cited to show such influence appear to be not very 
convincing. All this is, ofcourse, my personal opinion which 
I am prepared to change if stronger evidence to the contrary 
is forthcoming. I am writing this to show how the work of 
Dr. Ghanasyamala Prasada Rao is thought-provoking and 
stimulates further research on this subject. 

‘NANDANAM’ P. Sriramachandrudu, 

Begampet, Vedanta Siromani, 

Hyderabad. Vedanta Visarada, Vidvan 

14th June, 1992. M.A., Phd; (Skt) M.A. (English) 

MA. (Hindi) 
Rtd. Professor of Sanskrit 
Osmania University, Hyderabad 
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AUTHOR’S NOTE 


Though I happened to be the only son of an innocent and pious 
mother, who lost her husband at an early age, I was the recipient of 
Divine Affection through my grand parents. My maternal uncles 
were my source of Divine Guidance. In fact, it was they who 
shaped my aspirations, aims and ambitions. My commitment to 
ideological pursuits, like the study of Samskrita Language, serving 
Sanatana dharma and our society is also mainly due to them. I was 
doubly fortunate to have the veteran Dr. Kunhan Raja, Professor 
of Samskrita as my teacher during my post-graduate studies. My 
teacher Dr. P. Sriramamurthy drew my attention to the literary 
genius of Agastya Pandita and also encouraged me to take up this 
critical study of Bala Bharata as the topic for my doctoral thesis. 

Kavita Bhiisana, vidwat Kavi Sekhara, Kala Prapoorna. 
Brahma Svi Vemparola Suryanorayana Pastry was kind enough 
to spare time and guide me through my study of this Mahakovya. 
His help enabled me to dive deep and pick out the pearls of liter¬ 
ary excellence from the Mahakavya. 

During the course of my research I was helped and encouraged 
by a number of scholars, well-wishers and friends. It may be 
very difficult for me to mention the names of all of them. But 
I will be failing in my duty if I do not acknowledge the help of 
Wing Commander Mallampalli 5ambhu Prasad, who has been a 
constant prop for me since my boyhood days, Sri Dantu Bhaskara 
Rao, ex M.L.A., who permitted me to make use of the Jindhra 
Sahitya Parishat Library, Kakinada, Sri Varanasi Satyanarayana 
Marty (Vasa Marty) who has guided me through the intricacies of 
the English Language, Stl & 5rimati Ganti Sarya Narayana Marty 
(Prof, of Nuclear Chemistry - .Andhra University) for their kind 
encouragement, and Smt. *lottipati Satyavani, the silver-tongued 
orator and the propagator of Bharatiya culture who has given me 
the timely financial assistance towards the cost of the paper for 
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this publication. 

Reverentially I acknowledge the valuable preface written b 
Dr. P. Sn Ramachandrudu and Dr. M. Sivakumdra Swdmy an 
Sri N. P. Unni who have blessed me with their enlightened opinion: 

I am also indebted to my dear student Dr. G. Akkubhatti 
Sarma (Dept, of Sanskrit Andhra University) for his timely help 
in the submission of this thesis. 

The Andhra University adjudged this work as the best thesis 
for the year 1984 and awarded me Sir Raghupati Venkata Ratnam 
Naidu Memorial Gold Medal. Sri V. Rdmamohan Rao, Editor - 
Jagriti Weekly is mainly responsible for the nice printing. He is ably 
assisted by Sarva Sri Om Prakash Narayan, Nagaraj and Srinivasa 
-Sekhar. 

I must also acknowledge the immense help extended by my 
clearest friend Sri C. Trivikrama Rao, his wife and my sister Smt. 
F*arvati and their children. Their daughter Kumari Srilata did a 
splendid job of proof reading. 

I also deem it my pleasure to remind myself of the friendly 
advice and help constantly I received from T. Harihara 5arma, 
^Principal, Vijayanagar College of Commerce, Hyderabad. 

I pray to the Divine Mother to shower Her choicest blessings on 
al I these people and others who are directly or indirectly responsible 
for this publication. 

.A,malapuram K. Ghanasyamala Prasada Rao. 

5 - 10 - 1992 

^ngirasa-Vijayadaiami 



OPINIONS 

(i) 


The story of Mahabhdrata has been a veritable source of 
nspiration for the poets down the centuries irrespective of their 
anguage or region. The central theme as well as the numerous 
spisodes that it encompass have caught the imagination of Sanskrit 
5 oets who have composed Mahdkdvyas, lyrics, campus, dramas and 
3ther literary forms. Attempts to recapitulate the whole story also 
ire to be found in works like the Campu Bharata of AnantaBhatta, 
Bhdratamanjari of Ksemendra and so on. The Balabhdrata of 
\gastya Pandita in 20 cantos contafning 1794 stanzas- is one of the 
jreat Mahakavyas in Sanskrit, epitomising the Bharata theme and 
t is one of the most significant contributions of Andhra Pradesh 
:o the world literature. 

Dr. Ghanasydmala Prasdda Rao has made a brilliant study 
>n-the monumental work subjecting the theme to his critical and 
comparative approach which earned him a Doctoral degree from the 
University of Andhra. I- am glad to note that this significant work 
xom the pen of Dr. Rao is now printed to form a worthy addition 
:o the growing literature on Sanskrit studies. The present study is 
systematic in dealing with the different aspects like the author, his 
dentity and works etc. In establishing the identity of the author 
he monograph sheds new light. Through a comparative study the 
luthor shows that the earlier writers like Vyasa, and Kalidasa have 
nfluenced the original author. Yet another interesting finding by 
Ur. Rao is that Tikkanna the author of the Andhra Mahabharata 
s influenced by Agastya-pandita. 

I am sure that the present study will be widely appreciated by 
he discerning scholars for its originality and critical assessment, 
riruvanantapuram, N.P. Unni. 

!.5.92. Professor, University of Kerala, 

Kariavattom, 
TRIVENDRUM - 695 581. 
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I am happy to note that Dr. K. Ghanasyamala Prasada 
Rao, Head of the Department of Sanskrit, S.K.B.R. College, 
Amalapuram, has been publishing his work, “Agastya Pandita’s 
Balabharata - A critical study", for which Ph.D. degree was awarded 
to him. 

The study is very well executed. It is one of the most absorb¬ 
ing studies that I have ever come accross. It gives, in well-arranged 
chapters, a systematic presentation of the details on the author, 
the work, characterisation, sentiments, style, figures of speech, eth¬ 
ical message and literary influences on and of the work. It has set 
a model for the study of a Mahakavya in Sanskrit. The notable 
part of the discussion on the author is devoted to the question 
of identity between Agastya and Vidyanatha. The chapter on the 
work highlights the author’s capacity in epitomising the story of 
the Mahabharata into an absorbing piece of poetic art. The rest of 
the chapters present a study of the characters, sentiments, poetic ex¬ 
cellences of the poem. I commend the ability of Dr. Ghanasyamala 
Prasada Rao in applying the principles of literary criticism in San¬ 
skrit to the various aspects of the study of a Mahakavya. I hope 
most sincerely that the scholars in the field of Sankrit would wel¬ 
come this study with appreciation. 

Bangalore, Dr.M. 5IVAKUMARA SWiMY 

16.6.1992 Professor of Sanskrit, 

Bangalore University, 
Bangalore - 560 056. 
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AMUKHA - (PROLOGUE) 


SRIMADRAMiYANA and MAHiBHARATA are th 
brightest stars on the Hindu literary firmament. They refle( 
Vedic Ethos in its true colour and nature and guide the sail 
souls respectively of the adventurous and the devout men 
the shores of saftey and salvation. The RAMAYANA is calU 
Adikavya (First poem) and the MAHABHARATA too, insp 
its enoromous size and content is considered a Mahakavya by 
and critics. Others see it as an ideal treatise of their own c 
subjects. In classical Samskrita literature many lengthy p 
known as Mahakavyas are modelled after the two epics. ' 
epics have also provided source material for many later work 
out of these two epics MAHABHARATA’s contribution is gr 

As a literary form, Mahakavya provides a wider canv< 
a poet to paint his literary art in all its variety. His erud 
his imagination, his wisdom, his worldly experience and his ci 
acumen can be fully exhibited in this type of literary form, 
many Samskrita Mahakavyas are considered as mirrors that r 
their contemporary society in general, and it’s men and math 
detail. The very creation and the survival of a Mahakavya 
records the fact of existence of a peaceful and stable contemp 
society enjoying prosperity on many fronts. 

The poet of poets Kalidasa too received inspiration fror 
two epics in writing his works, that reflect the golden age o 
Bharatavarsa. From the date of the epics till the advent of Kal 
no Mahakavya, worth the name, could withstand the ravag 
time. But In the foot prints of Kalidasa many later poets 
written Mahakavyas on their chosen subjects. Thus every pe 
our motherland has given birth to many monumental Mahaki 
in Samskrita. 

Andhradeia too has its own contribution to this literary 



2 AGASTYAPANDITA’s BALA BHARATA 

in Samskrita Amongst the famous Five Mahakavyas known to stu¬ 
dents of Samskrita literature KIRATARJUNJYA is one. And its 
poet Bharavi is considered to have flourished in Andhrades'a prior 
to Seventh Century A.D. Till the end of the Tenth Century A.D. 
no Mahakavya worth the name, and worthy to survive the tests of 
time was composed in Andhrades'a. Of course during these cen¬ 
turies a few works were written, that could merit a simple mention 
of their names in the lists of the Kavyas given in the text books of 
history of Samskrita literature. But none of them can claim equal 
status or popularity with any one of the famous five Mahakavyas. 
Later on during Thirteenth Century A.D. and afterwards names of 
a few Mahakavyas including Campus such as BALABHARATA. 
BHARATACAMPI7, BHAGAVATACAMPF are heard more in 
literary circles of Andhra. The availability of many manuscripts of 
these Kavyas provide a proof for their popularity amongst peo¬ 
ple. Even now we do not know much about the details of the lives 
of poets like Agastyapandita and Anantabhatta, who have written 
those works. But it is quite evident that we are attracted to their 
works because of the various references to the quality of their eru¬ 
dition and poetic talent in different later works. 

Out of those works that survived the test of time and came 
down to us, the BALABHARATA of Agastyapandita deserves a 
special mention. Its manuscripts are available in many parts of our 
country. Of course they are written in different vernacular scripts. 
Kakinada, Viiakhapatnam in Andhradeia, Madras and Tanjore 
in Tamilnddu, Mysore in Karnataka, Trivendrum in Kerala, and 
Baroda in Gujarat preserve quite a few of its manuscripts. 

Who was Agastyapandita, where did he live, what was his 
literary talent, how much popularity did he enjoy amongst literary 
circles of his day and how far was he successful in nourshing the 
culture of our nation? Are some of the questions that require a 
thorough study and investigation. Hence a rational, critical study 
of the BALABHARATA of Agastyapandita is undertaken. 



AGASTYAPANDITA’S 
IDENTITY, TIMES AND WORKS 


AGASTYAPANDITA’S DATE:- 

Students of Samskrita literature are familiar with the diffi¬ 
culties which beset the path of the earnest enquirer after taith 
in the matter of chronolgoy and personal history of Samskrita 
wi iters. Even famous writers such as Bhasa and Kalidasa pose 
pioblems. There is little to be found by way of data from con¬ 
temporary records, and many of our conclusions are at the most 
surmises based on a few scraps of information collected from vari¬ 
ous sources such as inscriptions, quotations and casual references 
in other literary works. The case of Agastyapandita is no exception 
t(i this general rule. 

Like most Samskrita writers Agastyapandita too observed a 
romplete silence about himself in his works that have been available 
c the critics so far. Very few biographical details of him are to be 
obtained from contemporary sources. Our ancient .scholars do not 
ippear to have attached any importance to the historical side of 
iiorature and consequently there is usually dearth of information 
ibout the life of a poet. The only sources of direct information 
>pen to us are certain traditions current among people, which are 
nteresting in themselves but are of less historical value. 

MATH U RA VIJAYA ‘ is a Samskrita Kavya of much historical 

MATHURAVUAYA Edited by Harihara soslry, Trivendrum - T.C. Ill 

2985 
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AGASl’YAPANDlTA’s B^LA BH^RATA 


importance. In the beginning of that Kavya the poetess Gahgadevi 
paid high tributes to many a poet of antiquity and also of her 
own period. Therein she made a reference^ to the extraordinary 
erudition of Agastyapandita and also gave us the information that 
he wrote altogether seventy four works. Though she mentioned 
the total number of his works she did not name even a single one. 

This Gahgadevi is the queen of Kampana, the son of Bukka 
1 of Vijayanagara Kingdom. Kampana (Veera Kamparaya) is said 
to have ruled the southeim part of the Vijayanagara empire as 
Viceroy under his father Bukka 1. Gahgadevi is said to have 
accompanied her husband in his expedition against the sultan of 
Madura. History records this incident to have occurred in between 
1365 & 1370 A.D.-’ The victory of Veera Kampana in that battle 
was beautifully described by Gahgadevz in her famous historical 
Kavya namely MADHURA VIJAYA. At the beginning of it she 
prad high tributes to many ancient and contemporary poets of 
eminence such as Agastyapaij^ita and Tikkana Somayaji. 

Gahgadevi referred to the name of a poet Viiwanatha'’ also, 
and held him responsible for her own scholarship. The same 
Viiwanatha in his Samskrita drama called SOUGANDHIKAHA 
RANA’'’* wrote that it had been enacted in the presence of king 
Pratoparudra H (1292 - 1326 A.D). In its prologue he also spoke 




3TWtFT ^'IrSirwt ^ II - 1- 14 


■' Histoiy of South India by K.A.N. .“laslry - 1966 Page. 266. 
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highly about the poetic talents of Agastyapandita®, and said that 
Agastyapandita was his maternal uncle. 

In some libraries at Madras, Mysore and Tanjore a few 
manuscripts are available containing a commentary by name 
MANOHARA’’ over the Kavya BALABHARATA of Agastya¬ 
pandita. It was written by Solva Timmaya Dandanatha, the famous 
minister of king 5rtkrsnadevaraya of Vijayanagara Kingdom. At 
the beginning of that commentary Agastyapandita is spoken of as 
a ^ WWl (i.e.) a scholar wellversed in the sciences of 

Vydkarana (grammar), Mimdmsa (exigesis), and Tarka (logic). 

Rdja Ciidamani DiLsita the famous Samskrita poet and literary 
critic of South India in his works praises high of the poetic talents 
and erudition of Agastyapandita.® On the basis of the above sources 
and references it can be said that in Thirteenth Century A.D. 
prior to the reign of Pratdparudra II in Jlndhrade^a there lived a 
poet by name Agastyapandita, who was a ''K and who 

was also wellknown in the literary circles of the day as a prolific 
and talented author of Seventy four works. If it is supposed that' 
it requires a minimum span of Forty years t'or a scholar to attain 
jrroficiency in various s'dstras and to produce Seventy four works 
of lasting fame; Agastyapandita’s period can be fixed around 1250 
A.D. 





' “MANOHARA” - A commentary written by Salva Timm,iya Danddnatha- 
M.SS. Mysore Oriental Library, No. 2295. R? 

® tsnrpri 'wl^^i^iilddHi ywieni 
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AGASTYAPANDITA’s RESrOENCE:- 

There is no concrete evidence to locate Agastyapandita’s res¬ 
idence, but it is clear that he must have lived in the Kakatiya 
kingdom during the period of king Ganapatideva (1198 to 1260 
A.D.) So far no reference is available to associate him with any 
royal patron, and his vocation is also not clearly known. 

But the life and the place of activity of Agastyapandita is 
probably connected with the history of some of the Saivite Golagt 
mutts in Andhrades'a. These Golagi mutts are said to have been 
started by one Dharma 5ivacharya in the first half of 13th century 
A.D.® 

According to the inscription found at Malkapuram*® a 
Golagimutt is said to contain a 5iva temple, a school to edu¬ 
cate students in Vedas, 5astras and Epics, a hospital and a free 
feeding centre for the wandering Saivite monks and others. This 
inscription la.ys down certain conditions to be followed in selecting 
the teachers of such institutions. According to it the incumbent 
should be a scholar in Vedas and Itihasas and also should be a ^ 
. In those days it was really a very high qualification 
and few scholars could boast of possessing it. 

On the basis of this information it can be inferred that Agastya¬ 
pandita himself being a T? might have been attached 

to one of such Saivite educational centres of Gdlagi mutts of 
Andhradeia. 

Village Tripurantaka is situated in the present Prakasam di.s- 
trict. There is a temple like hall on a hillock at Tripurantaka called 
Chikatiguha (a dark cave) which is said to have been constructed 
by Agastya. The inscription on the front pillar at the entrance of 
that hall clearly mentions that it was a Tripurigolagi. 

Further in BALABHARATA many a time Agastyapandita 
used patticular names of Lord 5iva that are connected with a place 


^ BHARATI - October, 1977, Golagi mutts in Andhra Pradesh. 

South Indian Inscriptions, Voiuine - X, Inscription No. .395, Page 208. 



AGASTYAPANDlTA’s IDENTITY, TIMES AND WORKS 


7 


called Tripurantaka.“ Hence it is possible that Agastyapandita 
gave vent to his attachmet and respect towards the deity of the 
place of his living probably. 

Thus it can be suggested that Agastyapandita was there in 
Tripurantaka as a teacher in an educational centre in the first half 
of the Thirteenth Century A.D. and that his nephews Visvanatha 
and Narasimha were educated under him. And after the completion 
of their education both the brothers sought the royal patronage 
at Kakateeya court, ofcourse with the blessings of Viivesvara, the 
Rqjaguru. 

THE PROBLEM OF AGASTYAPANDlTA’s IDENTITY:- 

During the year 1919-20 two Samskrita scholars namely 
Hariharaiastry and 5rinivasasastry of Trivendrum made an at- 
tempt^^ to identify the various names that were mentioned by 
Gangadevi in her MATHURiVJJAYA. During the process they 
came accross the name of Agastyapandita and tried their best to 
place him correctly, and finally concluded that Agastyapanclita was 
in the court of king Prataparudra 11 and also that he was none else 
than Vidyanatha the famous author of PRATAPARUDRIYA.^* 
In support of their argument they quoted one verse from the 
Kavyaprakarana of PRATAPARUDRJYA and suggested that the 
name Vidyanatha was only a title enjoyed by Agastyapandita. 

Since then many a scholar^'^ accepting the assertion of the 
above mentioned scholars, added their own fancies to reinforce 
the same. A few scholars however doubted the veracity of these 
observations, but were unable to produce any tangible proof either 

Tripurari, Puramaka, Puravairi, Puraia.sana, Purahara elc. 

Quarlcrly-lournal of the Mythic Society, Voi. X, Page 381-386 

Prataparudriya - Pub. by Vaviiia Ramaaastiy & Sons,1954 

P.P.S. Sastri’s introduction to BALABHARATA-Vani Viias Edition, 19.39. 

M. Krishnamachai^a’s H.C.S.L. 

Tiruvenkatacharya’s introduction to MA'1’HURAVI.IAYA (PP 3-4) An- 
namaiai University Publication, - New Cataiogus Cataiogorum - Voi.I under 
Agastyapandita - Madras University Pubiication. 
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observations, but were unable to produce any tangible proof either 
in support of or against the theory of identity of Agastyapandita 
with Vidyanatha. However on the basis of the following pieces 
of evidence and analysis, it can be said that Agastyapandita was 
different from the poet Vidyandtha. 

Vidyanatha in his treatise on Alankara 5astra namely 
PRATAPARUDRAYASOBHCtSANA celebrated his patron, but 
wrote little about himself. But there are a few stories preserved 
in the tradition current among the people. According to a Telugu 
work called PRATAPACARITA the story is as follows:- 

I. ‘When Prataparudra was held a captive in the mus- 
lim camp, people of Ekaiildnagara went to see him. Among 
them there was a brahmin who had composed a treatise called 
Pl^TAPARUDRAYASdBHC/SANA and he wanted to dedi¬ 
cate it to the king. The king, after getting it scrutinised, appreci¬ 
ated its worth. As a token thereof the king presented his ring to 
the poet and called him Vidyandtha. He also got the poet seated 
on an elephant. The poet took leave of the king and went back to 
the city, sold that royal ring and got ten lakhs over that’. 

II. ‘There is another anecdote given by M. S. Srinivasa Iyengar 
in his SAMSKRTAKAVICARITA written in Kannada which runs 
as follows:- 

‘Vidydndtha was invested with the sacred thread (3TFR 
in his eighth year. He was well-versed in vedic-lore. He lost 
his inheritance by ill-luck. He required money to get his daughter 
miifried. So he proceeded to Ekaiildnagara to seek royal help. By 
the time he approached the king, some other poet was narrating 
the pitiable plight of his Agrahdra in the following lines:- 

All the people in the royal court were stunned to hear such a 
drastic comment. But Vidyandtha suddenly interrupted the poet 
and himself completed the same verse with the following concluding 
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line;-.^51^^ II The meaning intended 

by the first poet is that “though Virarudradeva is on the throne 
with nine lakh bow-men at his command Agraharas (villages where 
Brahmins reside) are subjected to great suffering” 

Playing on the word ‘Agrahara’ which means an abode 
of Brahmin community and also’ a necklace and completing it 
in his own way Vidydnatha turned an intended charge against 
the king into his praise. After hearing the verse thus com¬ 
pleted the king was very much pleased and showered many 
presents on Vidydnatha. Subsequently Vidydndtha performed 
his daughter’s marriage with royal help and later on composed 
his PRATAPARUDRAYASOBHCrSANA’. 

iii There is still another version of the anecdote regarding the 
composition of PRATiPARUDRAYASOBHCfSANA recorded 
in the KAKATIYASANCIKAi'^ There lived a poet in the reign 
of Pratdparudra 1.1, who heard of the royal patronage of men of 
lerters. worte a treatise on rhetorics making the king the hero of 
every illustrative stanza of his work. He went to Ekas'ildnagara to 
see the king and dedicate the work to him. But there he came to 
know that the king had been held a prisoner in the Muslim camp. 
Then the poet went to the latter place and showed his work to the 
king who read it with great interest and deep appreciation. But 
the king was helpless as he was a prisoner. He felt deeply sorry 
and presented his ring to the poet and honoured him with the title 
Vidydndtha’. 

Thus the burden of all the stories cited is that 
PRATj4PARUDRAYASdBHCf$ANA was composed at the time 
of a Muslim invasion of Warangal and the author of the work was 
a poor Brahmana seeking help from the king for the first time, and 
further, that his name was not known earlier either to the schol¬ 
ars of Ekaiildnagara or even to the king himself. Another point 
is that Vidyanatha was only a title conferred on him by the king 


‘ KAKAT/yaSANCIKA - Edited by M. Rama Rao, 1935 Page Nos. 261-267. 
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whose political career was almost at the fag end. This meeting of 
the poet and the king was on the lips of the people for long. 

When Hariharaiastry and Sznivasa 5astry, for the first time 
suggested the identity of the poets Vidyanfitha and Agastyapandita, 
another scholar by name K.G. 5ankar of Trivendrum questioned 
it. Immediately Hariharaiastry seemed to have changed his earlier 
view and expressed the same in the second edition of his work. But 
probably due to the popul ar story referred to above in the anecdotes 
current in Andhrade.sa this theory of identity of Agastyapandita 
with Vidyanatha found favour with many Andhra scholars like 
Sarvairi Pendyala Subrahmanya 5astri, Veturi Prabhakara 5astri, 
Malladi Siiiyanarayana Sastry and lyyunni Veera Raghavachary. 
In support of this theory all such scholars have been quoting the 
following verse from PRATAPARUDRAYASOBHI7SANA as an 
internal evidence:- 

oi<j4rl RfloRui: ^cTI: 

ttikM ^ 5fftr4rr 3tWl: JlW^dl: I 

tTM ^ -m - . 

The meaning of the stoka as interpreted by these scholars is 
as follows;- 

“If I describe thy eminence the mountains, there by made loWj 
will be angry with me, and if I describe the depth of thy heart, then 
the oceans there by made shallow will get perturbed, but I need 
not fear at all, for am I not ‘Agastya’ standing before you? Oh 
Lord Vrrarudra, the source of gems of virtues, like the Rohaijagiri”. 

This iloka led them to suggest that Agastya was the original 
name of the poet, and Vidyanatha was a title. Thus a single verse 
read along with the anecdotes of doubtful veracity supplied food 
for this theory of identity. 

Really it was a misfortune that none of the said scholars realised 
that by such surmises a great poet was pushed into oblivian. Any 

iranrFfbiH - i - 60 
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how their whole theory was a simple conjecture and can not stand 
the test of genuine reason and logic. 

According to the accepted legal canons it does not matter 
much if ten culprits escape punishment, so long an innocent man 
is not penalised or made to suffer. Similarly in the literary world 
there will be no serious loss, if one individual poet due to various 
titles he possesses, is misunderstood to be different from himself 
having been identified with one of the titles. But due to certain 
misconceptions if two really different persons are considered to be 
one and the same, an irreparable loss will be caused to either of 
the two. Under the name of one of them the entire life, effort 
and achievement of the other will be lost completely. Keeping this 
in mind critics must proceed to discuss the problem of identity 
between Agastya and Vidyanatha. 

Tf it is a fact that Agastya is the real name and Vidyanatha 
only a title, nothing much is lost by Agastya. At the most his literary 
achievement may not receive its proper and due recognition. That is 
all. However if Agastya and Vidyanatha are two different persons, 
one of them will suffer heavily if this theory of identity is persisted 
upon, as already pointed out. 


Now let us proceed to analyse the above quoted verse, its 
context and its meaning:- 

This is a verse from the Kavyaprakarana ofPRATAPARUDRA 
YASOBHCfSANA. In it Vidyonatha explains various varieties of 
Kavyas with suitable illustrations. Under the sub-title 
Vidyanatha writes as follows:- W 

tcjrH'Rfd I 

- (5lrnW^- cFioqyotiTOlJi |) 


Thus in the beginning he classifies the Kfivya into three 
varieties basing on the significance attached to the suggestive 
meaning in them. Where the suggestive meaning is primary it 
is called Dhvanikavya, the best of the Kavyas. Where the sug¬ 
gestive meaning is secondary (less significant) such a work is a 



12 ■ AGASlTAPANDlTA’s B^LA BHi,RATA 

Gunibhutavyari^yakavya and where the suggestive meaning is not 
clear such a work is called the Citrakavya, the lowest of the three. 

Varieties of Kavyas may be defined easily, but in a book on 
rhetorics the author should clearly distinguish the concepts and 
then illustrate them with proper examples. So Vidyanatha after 
classifying varieties of Kdvyas, begins to illustrate them, and the 
follwoing verse is written by him to illustrate the variety of a 
Dhvanikdvya:- 



mentary (^0 purposefully to make the reader know what is the 
suggestive meaning exactly to be understood from the above illus¬ 
tration. 

Generally the suggested meianing in a Kdvya may vary in its 
impact basing on the depth of the writer and the capacity of the 
Sahrdaya who receives it. But in a rhetorical work, the author in 
order to illustrate correctly the subject in its context should confine 
himself and the reader also to a particular point and then explain 
his view. Hence Vidyanatha has written that commentary. Thus 
the said verse suggests the insurmountable heights of the king’s 
bravery the unfathomable depths of his tranquillity etc. and hence 
it is an example of a Dhvanikdvya. 

Later on Vidydndtha takes up the second variety of Kavya 
namely Gunzbhutavyahgyakdvya (i.e.) the Kdvya wherein the sug¬ 
gested meaning is secondary in importance. But how can a reader 
understand the relative importance of suggested meanings? So 
Vidydndtha feels the imperative need to illustrate the subtle differ¬ 
ence in the two concepts, by resorting to the exposition of the same 
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idea, in an explicit manner instead of suggesting it. In illustrating 
the variety of a Vidydnatha has written the 

verse o|u4cl.which is the subject of our special analy¬ 

sis. Here also just under the above verse Vidydnatha writes the 
(^)commentary as follows:- 

aiw ^ ^ ^nctfsW’i^: ftsiri: ^ 

*1*151 M^(SH II The meaning here is that he is not afraid of oceans 

or mountains. This meaning we are able to get simply because of 
the explicit use of the words If these words are not 

used there the sense of the verse will be different, and in such a 
case it can not illustrate the variety of ^tifhjjibi|^-Ji)<+i|oi| xhe 

same view is endorsed by the commentary on the treatise. The 
commentary RATN^PANA annotates this as follows:-^’’ 

oTFrI^ Rlcf! 3JSITI 

^ onWTRHc^ 

cPJ^ fPr^nwi 

We are led to understand that it has become imperative for 
the poet to use the word ‘Agastya’ in that particular context. It 
leaves little scope for free wheeling fancy. Hence the verse 
^... quoted above cannot be taken as an internal evidence to 
prove the theory of identity of Agastya with Vidydnatha. 

Let us come to the other point advanced in support of the 
theory of identity. That is the where in various anecdotes 

suggest that the name Vidydnatha is a title conferred by the king 
on a certain Brahmin who is a stranger to him. 

Even if it were accepted that all such anecdotes are true and 
possess historicity, the unknown poet of such anecdotes need not 
necessarily be Agastyapandita. Because Agastyapandita was quite 
famous as a ‘Padavdkyapramanajrta’ in the literary circles of his 
day and further he was the maternal uncle of the poet Viivandtha. 

Wriiien by Kumdraswdmy Sdinainthi - Primed in Vavilla Edition of 
Prataparudriya. 
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The following arguments, it is hoped, will lay to rest forever, 
the theory of identity between Agastya and Vidyanatha of king 
Pratapa Rudra’s Court. 

1. In the introductory portion^* and also in the colophons at 
the end of each chapter of PRATiPARUDRAYASOBHCfSANA 
the name of Vidyanatha was given as the author. No where in the 
treatise the authorship of Agastya was mentioned. 

2. Both the commentaries on PRATAPARUDR AYASOBHU' 
SANA namely RATNAPANA^® proclaim the authorship of 
Vidyanatha only and no where the name of Agastya was brought in 
by them. Kumaraswamy Somapithr, the author of RATNAPANA 
was not much distant from Vidyanatha chronologically. He too was 
not aware of any identity between Vidyanatha and Agastyapandita. 
He mentions about the pre.sentation of gifts by king Pratapa Rudra 
Deva to one Ganapati Sari in his commentary.^® If he knew about 
Vidyanatha he would have mentioned that also. 

3. In the Kavya prakarana of his treatise, Vidyanatha gives def¬ 
initions of various varieties of Kavyas. If Vidyanatha and Agastya¬ 
pandita were one and the same Vidyanatha would have given at 
least one or two names of the Seventy four works attributed to 
Agastya, but not even a single work is mentioned by name here. 

4. In the chapter NATAKODAKARANA Vidyanatha praises 

his own poetry as When there is such an 

occasion to praise his poetry himself, if Vidyanatha is a title, the 
poet would have utilised this opportunity to make a mention of the 
title conferred on him by a great king whom he praised every where. 
But it was not like that so it can be concluded that Vidyanatha is 
not a title at all. 


PRATAPARUDie/YA - Pub. by Vavilla Press - Page No. 5 & 36. 
RATnApaNA and RATnAsaNA Commentaries on Pratdparudriya 
(B.S.,S. 1909) 

RATnApaNA on Prataparudriya - Pub. in Vavilla Press, Page No. 177. 
PRATApaRUDRIYAM -nAtAKODAHARANA - Page no. 113, Vavilla. 
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5. In the fifth act of the NATAKODiHARANA^ 

ates that king Pratoparudra presented many gifts to scholars and 
ther important citizens of Ekaiilanagara. ff Agastya is the original 
ame and Vidyandtha is a title given by king Pratdparudra, the 
oet would have utilised the above occasion at least, to narrrate 
le details of his getting the title Vidydndtha from the king. But 
i does not do so. So it can be understood that Vidydndtha is not 
title at all. 

6. In the third act of the UDAHARANANATAKA the author 

rites as follows:- If Agastya were 

le real name Vidydndtha would have used this occasion also to 
inounce his real name. But he does not do so. Further there are 
any verses’^'* describing the heights (■inljir’-i) of Rohanagiri and 
e depths (^^TTrH) of oceans in the entire treatise. And except in 
e verse (sftsfrq c(u4cl ‘nowhereelse Vidydndtha uses the name 
gastya to refer to the sage Agastya of antiquity. If his real name 
jre Agastya the poet would have chosen at least a few chances 

mention the name. 

7. There is a reference in the MAHABHARATA that Arjuna 
sited sage Agastya’s hermitage during his pilgrimage. But Agastya- 
ndita did not mention the same in his BALABHARATA. This 
ows that Agastyapandita is not such a person, who introudces 
> name under one pretext or the other in his writings. 

8. The colophons in PRATAPARUORAYASOBHITSANA 
already pointed out speak about the authorship of Vidydndtha. If 
s argued that Agastyapandita changed the name in the colophons, 
cause of his respect towards the king, all the Seventyfour works 
:ribed to Agastya should bear the change. So far three books 
4ld be seen in the name of Agastya only. And no book other 


^ tntramnrErtfrf 179 

’ PRATAPARUDR/YAM - NATAKODiHARAtIA - Vavilla Press, Page 


Ibid, Page No. 61, 
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than PRATiPARUDRAYASOBHU'SANA is known so far to be 
written by Viciyandtha. 

9. To think that the Dramatist Vis'wandtha, the court poet 
of Pratdparudra, who praised highly the talents of his maternal 
uncle Agsatya, was ignorant of the title conferred on his uncle, 
that too by his own patron, is incredible. Further it is improper 
to say that the king Prataparudra who had witnessed the Drama 
SOUGANDHJKAHARANA where-in high tributes were paid to 
Agastyapandita, was unaware of the name and the face of the poet 
who approached him for help. 

10. Appayyadikshita in CITRAM/MAMSA'^® Jagannatha in 
RASAGANGiDHARA'^® Ndgeja in his MARMAPRAKiSA^^ 
while quoting some verses, or while referring to some definitions 
given in the PRATiPARUDRAYASOBHIZSANA referred to the 
author as Vidydndtha only but not as Agastyapandita. 

11. Appayyadtkshita in his CITRAMJMAMSA'-^* quoted 
many verses from the BiLABHARATA of Agastyapandita. Hence 
it is clear that both Agastya and Vidydndtha were well-known 
to Appayyadtkshita. In his treatise Appayyadikshita dissected 
the definition of Simile (STRl) given by Vidydndtha and sub¬ 
jected each of the words in it to rigorous scrutiny and proved 
that it was vitiated by defects like over-pervasion (■jUldoqifid:) and 
under-pervasion (^HodiPn:). And to illustrate the same point he 

quoted one verse from PRATAPARUDRAYASOBHC/SANA of 
Vidydndtha and also showed that by accepting Vidydndtha’s defi¬ 
nition of upama, some verses of the famous poets would go out of 
the perview of upamd. Later he defined upamd. In this connec¬ 
tion he quoted four verses from the BALABHARATA’-^** and one 


pub. in Kdvyaiiidid Scric.s 38, Nirnayasdgar Ediiion. 

“ - kAVYAMALA No. 12 (N.S.h) 1937. Page 211 
Marniaprakdsa - ibid Page 337 

CH'RAM/mAmSA - Kdvyanidld No. 38 (N.S.P.) Page 22 & 23. 
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from NALAKiRTlKAUMUOP® of Agastyapandita as examples. 
Hence it can be asserted that Agastyapandita and Vidyandtha are 
different. 

12. KRSNACARITA^^ is a prose work written by Agastya¬ 
pandita. According to the PRATiPARUDRAYASOBHCiSANA 
prose works in Samksrita are classified into two types. One is the 
Katha (fiction created by the writer) another the Akhydyikd (prose 
work based on a legend or a fact and having chapter divisions and 
metres like para and aparavaktra). If Agastyapandita is Vidyanatha 
he would have followed his own definition of Akhydyika while 
writing his KRSNACARITA. But there is no chapter division, or 
the use of accepted metres in KRSNACARITA. Hence the two 
poets can not be identified as one and the same by any means. 

AGASTYAPANDITA’S TIMES.- “In history we read the story 
of the different actions and achievements of a nation and in its lit¬ 
erature we read the story of its intellectual and moral development”. 
Further “there exists a vital relationship between the literaure of an 
age and the way of the life of the people of that particular age”. So 
“whatever rouses fresh interest and introduces new ideas into the 
life of an age, and whatever influences the thoughts and feelings 
and changes the attitudes towards men and things of an age must 
be carefully noted. For that purpose every individual writer of that 
age should be studied and considered with reference to literature 
as a whole and the nature and value of his particular contribution 
to that whole”. These are some of the guidelines suggested by a 
famous critic'*^ of English literature. 

Thus every book takes us immediately to the man behind it, 
of whose genius it is a product and whose thoughts and feelings 
it embodies directly or indirectly. A writer of an exceptionally 
powerful personality and talent is certain to leave his impress upon 

Ibid 

KllSNACARITA - (Pub. in T.S.M. Scries. No. 156 in 1975) 

In tiic introduction of the book OUT LINES OF HISTORY OF ENGLISH 
LITCRATURE by Hudson, W.H. Pub. in 1920, London. 
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his age and posterity as well. So to make a critical study of a 
book or of an author, we should first take into consideration 
the historical background and assess the general characteristics 
of the religio-literary trends of his period, and finally that book 
should be studied and interpreted against it’s own context, and his 
contribution to the general literary trends of that particular period 
are to be estimated. 

HISTORICAL BACKGROUND:- “For about a period of three 
hundred years from the middle of the Seventh Centrury A.D. 
the history of South India was virtually the story of internecine 
conflict amongst three political powers, each seeking constantly to 
extend its empire at the expense of its neighbours”^® There was no 
peace and tranquillity in the country and consequently there was 
not much literary activity. Towards the close of the Twelfth Cen¬ 
tury A.D. those major powers had become thoroughly exhausted 
and were on their decline and the Kakatiyas gradually came into 
prominence. And it can be said that after the renowned Satava- 
hanas, the Kakatzyas was the dynasty that successfully brought in, 
the whole of Andhradeia under one sceptre for the first time. 
“They did not leave behind them a trail of blood and fire of 
conquests. Instead they left a long legacy of smiling villages, 
beautiful temples, and much more, beautiful tanks, with life giv¬ 
ing water to drink and to irrigate the fields”®'^ The Kakatiyas were 
mostly iaivites. King Ganapati Deva was the most enlightened 
emperor of that dynasty. During his regime his royal preceptor 
Vis'veswarades'ika established saivite Golagzmutts at some places. 
Art, literature and commerce flourished. Vedic and 5astraic learn¬ 
ing was much encouraged. Ganapatideva brought in stability 
and peace to indhrades'a. Under such hisotrical circumstances 
Agastyapandita took to his writing and felt the need to educate his 
own countrymen about the real essence and purpose of human life. 

HISTORY OF SOUTH INDIA by Prof. Nzlakania iaslri Page No. 395. 

INTRODUCTION TO SIDDESWARA CARITA - Edited by Khandavalli 
Lakshmzranjanam. 
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He felt on one hand the futility of internecine war for the purpose 
of acquiring mundane wealth and on the other he felt the necessity 
of teaching about the pursuit of the four-fold purusharthas to each 
and every individual, especially the young ones. Hence he wrote 
the BilLABHJlRATA. When religious rivalry was rampant, devo¬ 
tion without bigotry was also the need of the day and Agastya felt 
that BHAGAVATA was the porper text to propogate such devo¬ 
tion. Hence he wrote his KRSNACARITA and through his work 
NALAK/RT/KAUMUDl Agastya conveyed the qualities of an 
ideal king. Thus Agastyapandita, possessed with the vision, vigour 
and the missionary zeal for the Sandtana Dharma, took to writing, 
mainly to cater for the needs of his times. 

RELIGIOUS BACKGROUND:- “Prior to the One thousand 
A.D. itself, Adisankara with his Vedantic Monism restored the 
cultural unity of Bhdratavarsa and SRJBHAGAVATAPURANA 
was the culminating point of the strongest theistic movement that 
was started by Ndyanmdrs and Alwdrs of South India”.^® 

Thus by the end of One thousand A.D. Hinduism with its vig¬ 
orous cults inculcating the worship of Siva and Visnu, had dissolved 
Buddhism and aserted its supremacy and also reinterpreted the 
popular doctrines, charging them with high philosophy. Their chief 
concern was to suggest an identification of Brahman of Vedanta 
with God of their own individual worship. 

Bhakti cults of the day gave the religious movement an emo¬ 
tional force. The latter helped in forming enduring values which 
gave further strength to resist the impact of the other faiths like 
Jainism and Buddhism. But it had its adverse effects also, by rous¬ 
ing rivalry amongst the devotees of different Gods and cults of the 
Sandtana Dharma. 

Peculiarly enough, along with the growth of this religious 
rivalry, there was also a powerful urge to syncretise all the warring 
religious systems. Having realised the necessity to save Sandtana 

HkSTORY AND CULTURE OF INDIAN PEOPLE - Volume No.3 Pub. 
by Bharatiya Vidya Bhavan. 
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Dharma an attempt to develop the spirit of reconciliation and 
syncretism started during this age and gradually developed into the 
philosophy called ‘Hariharadvaita’. 

Thus having harmonised Vaisnavism and 5aivism the leaders 
of the orthodox ‘religions, poets and scholars of the day took to 
the study of Puranas and Epics and gradually the latter occupied 
the religious literature of the people at large in place of VEDIC 
SAMHITAS and BRAHMANA TEXTS. 

Thus PURANAS and EPICS became the fountain head of the 
religious awakening. Samskrita as an instrument in unifying the 
country continued to be the language of the religious philosophy 
and sciences, and of the courts also, where learning was patronised. 
In religious mutts and centres 5ASTRAS and EPICS were studied 
and reinterpretted. And in this process local languages like Telugu, 
Kannada, and Tamil gradually became the vehicles of the resurgent 
religious thought. 

During this period the great epic MAHABHARATA acquired 
a special status. It was almost used as a book of education. 
It inspired the poets and the dramatists of the day as an inex¬ 
haustible mine for their plots and themes. It was considered 
the golden treasury of the ideals of moral ethical and spiritual 
life. “The stories of the epics were recited and expounded in 
kings palaces and peasents huts, to an enraptured audience” - 
“It has attracted alike the celebrated philosophers like Adiiankara 
and Kumorila”,^® famous emperors like Rsjarojanarendra, Manu- 
masiddhi and Ganapati Deva and talented poets like Nan- 
naya, Tikkana, Yerrana of ANDHRAMAHABHARATA fame, 
Agastyapandita of BALABHARATA fame, Gangadharabhatta of 
BHARATANATAKAKATHA fame, Anantabhatta of CAMP!/ 
BHARATA fame. “The immortal stories of this grand epic have 
almost become the music and colour of the life of the people of 


ON THE MEANING OF MAHABHARATA by V.S.Sukthankar 
Page No. 29 - Pub. in 1957. 
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that clay”.^’’' 

LITERARY BACKGROUND:- As stated earlier, by One thou¬ 
sand A.D. the Puranas, the RAMAYANA, the MAHABHARATA 
had become a source of inspiration to revitalise the Sanatana 
Dharma in South India. The very simplicity of their stories and 
lucidity of language were their greatest assets, and Pouranikas be¬ 
came the missionaries of the new age. With miraculous adaptability 
scholars and poets of the day also started to take to the masses and 
classes alike the vision and the hope of these Puranas and Epics 
directly through the medium of both Samskrita and vernaculars. 
Thus during this period the vernaculars continued to develop on 
their own lines, no doubt, influenced and enriched by Samskrita.. 
Culture not only spread through Samskrita, but also percolated to 
the masses through the medium of these growing native dialects. 
Thus (i.e.) vernacular poetry that fashioned itself on the 

vocabulary and form of Samskrita literature had come into vogue 
in various parts of South India. 

As the common man and the vernaculars were gaining im¬ 
portance in South India, Samskrita though enjoying all reverence 
and respect came to be confined to scholarly circles in royal courts 
and educational institutions of various religous orders. Transla¬ 
tions and interpretations of the great epics were felt to be the need 
of the day by the people at large and poets took to it. Gradually 
original writing in Samskrita come to be starved of encourage¬ 
ment. The motive for writing in Samskrita changed. Works in 
Samskrita, were written mainly to staisfy the scholar and thus 
many writers were compelled to exhibit their erudition instead 
of lucid expression. Gradually Samskrita literature almost lost its 
originality, vigour and inspiration. 

While this was the general situation in the entire South In¬ 
dia, a most powerful literary upsurge engulfed the Andhradeia, 
‘5ivakayulu’ as they were popularly known in Telugu literature 

K.M.Munshi in his introduction to MAHABHARATA Pub. by Bharatiya 
Vidya Bhavan. 
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were the torch bearers of a Saivite resurgence. They took to 
Desikavita (i.e.) the poetiy with the local content, vocabulary 
and form. This Deitkavita gained importance rapidly, and poet 
Nannechoda’s Telugu kavya, the KUIVI.ARASAMBHAVA of early 
Twelfth Century A.D. provides the proof for that. 

go.. SioSi 

A 
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It means that “during the Calukyan period and later also 
the kings tried purposefully to evolve and develop native po¬ 
etry (Deiikavita) in the place of Samskritised poetic activity in 
Andhradeia.^® 

Such efforts to estasblish Telugu in its rightful place in the 
Telugu region were successfully continued by the succeeding gen¬ 
erations of poets. Some of them took to writing in Telugu medium 
only. Some poets, though they were sincere and devoted students 
of Samskrita literature confined their original writing to Telugu 
only in view of the need of the awakening of the masses and peo¬ 
ple at large. Tikkana Somayaji®^ of the early Thirteenth Century 
and the greatest of the Telugu poets was no exception. Palkuriki 
S6mana^° also openly declared himself to be a Telugu writer. 

An ardent desire to revive Sanatana Dharma flourished and 
the common man was eager to know his religion, duty, and morals. 
Naturally people were in need of popular versions of the Epics 
to be taught and read. The real Sahrdayas being bored by the 
stale court poetry were searching for a poetry of lucid expres¬ 
sion, invigorating sentiment and exhilarating style. At such a time 
Agastyapandita produced Seventy four works in Samskrita, proba- 

KUMARASAMBHAVA of Nanncchoda (a Tclugukovya) Pub. by Vavilla 

Press. 

on 
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bly on various subjects. The general atmosphere being thus adverse 
for Samskrita writing, only three works namely B^LABH^RATA 
KRSNACARITA and NALAK7RTTKAUMUD7 were able to 
withstand the ravages of time. 

Really it was the fortune of the Samskrita literature of the 
early Thirteenth Century to have such a stalwart, and an original 
writer of eminence during its decadent phase to provide a face-lift 
to it. But it was the Agastyapandita’s misfortune probably to be 
born at such a time of transition, when the overwhelming urge for 
the vernaculars and deiikavita was pushing away both the quality 
and quantity of Samskrita writing into oblivian. 

It is really a heartening fact that inspite of such atmosphere 
his BALABHARATA has come down the ages as a text book (The 
MSS. of BALABHARATA at Kakinada contains a stanza at the 
beginning of the sixth canto informing us that that particular MSS. 
is being written for the use of a student called Sambamurti)'*^ for 
the students of Epics and even to-day, the presence of more than 
hundred and twenty manu.scripts of the work speaks volumes about 
the popularity enjoyed by that work through the years. 

AGASTYAPANDITA’S WORKS:- Now it is clear that Agastya- 
pandita was one of the most prolific writers of the early Thir¬ 
teenth Century. But on what subjects and with what titles he 
wrote his works is not yet completely known to the literary 
world of to-day. So far the BALABHARATA a Mahakavya, 
an epitome of MAHABHARATA running into twenty cantos, 
the NALAK7RTIKAUMUD7 a smaller Kavya probably and the 
KRSNACARITA a prose work of high standard are the available 
works known to be written by him. The details regarding all the 
manuscripts of these three works are being given below. 

BALABHARATA:- 

1. At Andhra Sahitya Parishat Library, Kakinada, Andhra 
Pradesh there are two copies of the palm leaf manuscripts of 
BALABHARATA bearing the serial numbers (1) 193 (2) 33 
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respectively. Both were written in Telugu sciipt. The latter is 
incomplete, spoiled and hence illegible. 

2. At Andhra University Library one manuscript of the 
BALABHARATA is available bearing number 63. It is a complete 
text in palm leaves, but totally damaged and hence unintellegible. 

3. At Government Oriental Manuscripts Library, Madras 
manuscripts of BAiLABHARATA are in a good number. There 
are four complete palm leaf manu.scripts. Three of them are in 
Telugu script and the other in Malayalam script. The details of 
them are as follows:- 

I. Number 11608 - Pages 171 - lines 23 on each leaf - complete 

- Telugu script. 

II. Number 11609 - Substance - palm leaf- (S'R/TALA) - Size 
19 -1/2" X 2 -1/4" - pages 98-10 lines a page - Character - Telugu 

- Good condition - appearing old - but complete. 

III. Number R 1578 - Volume II part I - Samskrita ‘C’ - palm 
leaf - pages 139 - Telugu - Size 15-3/4" X 1-1/4" lines 7 on each 
page - injured - complete. 

4. At Government Oriental Library, Mysore there is one 
manuscript. Its details are as follows:- 

i. Manuscripts catalogue No. 230 - 95 pages. 

5. At the Oriental Institute, Baroda there is one manuscript 
of this Kavya. Its details are as follows:- 

i. Manuscript Serial Number 445 - Accession Number 6317 - 
Leaves 16 + 141 - Grandhas 2,600 - P.L.C.R. in 20 sargas - Moth 
eaten - completely damaged. 

6. At Trivendram a large collection of MSS of 
BALABHARATA are available in both Telugu and Malayolam 
scripts. 

7. There are many dozens of manuscripts of this 
BALABHARATA available in various MSS libraries of South 
India, but they are all incomplete. Each contains some of the 
cantos only. In all these manuscripts at the end of every canto the 
colophon carries the name of Agastyapandita as the author. 
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PUBLICATIONS OF BALABHiRATA:- 

1. The first three cantos of BALABHARATA were edited 
and published by Sri P.P.S. Sastri, under Sankar Gurukul Series. 
Number four, and some other cantos were also serialised in print 
in ‘Sankara Gurukula Patrika’ from Srirangam. It also contained 
a commentary written by Saiva Timmaya Dandanatha, the famous 
minister of the Vijayanagar empire. 

2. In the first quarter of this century Brahmairi 
Kolacalam 5rznivasa 5astry translated some of the cantos of 
BALABHARATA into Telugu Verse and published them. 

3. Andhra Schitya Parishat, Kakinada, Andhra Pradesh pub¬ 
lished the Telugu translation of BALABHARATA written by 
Krothapalli Suryarao. 

4. Under the S.V.University Oriental Series No. 10 Dr. 
K.S. Rdmamurthy Published the entire text basing only on two 
manuscripts (One copied from Tanjore manuscript on paper and 
other a palm leaf available at the institute in the year 1983. 

KRSNA CARITA:- 
* • « 

There are two palm leaf manuscripts of this Kdvya in Saraswati 
Mahal, Tanjore - one is in Grantha characters. The Telugu script 
is copied from Grantha manuscript. No date is found in any one 
of the two. 

PUBLICATIONS OF KRSNACARITA:- 

1. This was partly printed in the Journal of the Sarasvati 
Mahal Library - Volume 1-3, Volume JI-1 and 2. 

2. This was critically edited by Dr. T. Venkatdcharya, professor 
of Samskrita, Universityof Toronto, CANADA in 1975and was 
published in the same year by the Sarasvati Mahal Library, Tanjore 
as Volume Number 155 of their publications. 

NALAK/RTIKAUM UD7:- 

1. Only the second and the fourth cantos of this text are 
available in the fragmentary portion of a palm leaf manuscript 
in Telugu character presented at India Office Library, London. 
They are printed in Telugu script in the Journal of Andhra Sdhitya 
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Parisat Patrika, Kakinada, j4ndhra Pradesh during 1929-30. 

2. In 1975 Prof. T. Venkatachaiya. Professor of Samskrita, 
University of Toronto, CANADA edited these two cantos and the 
D.K.Publishing House of Delhi published them in the same year 
in Nagari characters. 

Aufrecht’s CATALOOUS CATALOGORUM ascribes the 
following works also to Agastya. 

1. Laksmi Stotra. 2. Lalita Sahasrandma. 3. Siva Stotra. 
4. Siva Samhita. 5. Sakalddhikdra. 6. Mani pariksd. (Fa¬ 
mous commentator Mallindtha Swri in his work Ghantapatha on 
Kirdtdrjuniya (XI1/40) writes as follows:- 

!miWTFr3T: I and quotes the following verse:- 

'jfhjfl '=hR ?t?I I 

7. Agastya Nighantu (Famous scholar poet Ghana Sydma of 
South India in his commentary on Uttara RdmacaritaofBhavabh-uti 
frequently referred to this Agastya Nighantu. This was published 
by Sri Pdnduranga Vamana kdne in 1929 from Bombay with his 
english introduction and translation. 

By now it is clear that Agastyapandita was quite different from 
the poet Vidydndtha. It is also evident that Agastya flourished in 
Jindhradesa in the first half of the thirteenth cenrury A.D. and had 
written seventy four works. The namesofthree of his works are only 
clearly known and are available to us and regarding others nothing is 
certain. Out of those three works BALABHARATA is the biggest 
and the most popular. It is considered as the magnum opus of 
Agastyapandita. On preparing a critical edition of the same after 
comparing, consulting and collating all the important manuscripts of 
it that are available in various libraries, a critical study of this Kdvya 
is undertaken hereunder. This critical study of BALABHARATA 
is expected to pre.sent the utmost literary experience to Sahrdayas. 
This can also throw much light on various aspects of the life and 
the poetic talent of Agastyapandita who is hitherto quite unknown 
or neglected in recent times. 
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BALABHARATA 

AS AN EPITOME AND A MAHAKAVYA 

^ - (anfeqg: - 62-53) “What 

is in this may be found elsewhere, but what is not in this work is to 
be found no where else’ ’ thus proclaims the MAH^BHARATA, 
the incompatable and monumental poem of divine inspiration. 
The MAHABHARATA is admittedly the longest and perhaps the 
greatest epic poem in any language. It runs into one lakh couplets. 

The main narrative of MAHABHARATA is the story of the 
rivalry between the cousins, the Pandavas and the Kauravas which 
culminates in the devastating battle of Kuruksetra. 

“According to its reputed author sage Vedavyasa the grand 
epic was intended to be a treatise on humanlife itself, embracing 
in its panoramic sweep, religion, ethics, polity, government, phi¬ 
losophy and the pursuit of salvation. It also contains eloborate 
discourses on law, custosm and traditions and even on geography 
and cosmography together with a formidable array of episodes and 
legends piled up at various distances along its course”.^ 

THE INDIAN TRADITION: 

“The Indian tradition has always felt that MAHABHARATA 


^ I... ^sriOTtvii g ctott; i.,. 

tt^taTdRiuii tpcnri rf zpbpaw... g tri... 

^ I ... q^arni ^ ^ 1... ... 

'JfSITfq ^ ^ cTE^ UlriqiRdH I 


(anf^ - 1 - 61 - 69) 
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is a conscious product of literary art of the highest order with a pro¬ 
nounced unity of conception, aim and treatment.'^ ^inandavardhana 
in his DHVANYiLOKA voiced this opinion.^ It is not in any 
sense the work of generations of poets but the work of a single 
genius, who has welded various existing elements into a single or¬ 
ganised whole and produced an epic, that more or less satisfied the 
requirements of definite structural unity. As it was found to incor¬ 
porate all the traditions, ideas, beliefs, legends, myths and almost 
everything of importance of ancient India, and also as it contained 
a complete and faithful exposition of our Vedic ethos the Indian 
tradition has regarded MAHABHARATA as the fifth Veda'* a 
highly apt comparision. The epic itself claims that it weighs more 
than the essence of all the four Vedas put together. 

Thus the Epic attracted in the past, great philosophers, saints, 
and many a poet who realised the need to rekindle the torch of 
Sanatanadharma. 

Taking the sanction of the words of Vedavyasa that future 
poets would take it as their source material to build their own works'* 
greatmen of letters like Bhasa and Kalidasa wrote their original 
works based on the themes taken from MAFIABHARATA. Some 
other poets translated the epic into their respective vernaculars 
and some others attempted to recast that grand epic into many 
beautiful Mahakavyas. 

Especially during and after eleventh century A.D. there was 
a special spurt in the production of literary works based on 


DnSukthankar’s ON THE MEANING OF THE MAHABHARATA - I 


Chapter. 
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MAHABHiRATA in almost all parts of South India. Amongst 
such writers Agastyapandita of BALABHARATA, Anantabhatta 
of BHARATACAMPII7 belonging to Andhra were prominent in 
Samskrita, Nannaya, Tikkana, Yerrana in Telugu, Pampa, Ranna, 
and Ponna in Kannada and Villiputturer in Tamil. 

AGASTYAPANDITA AND THE GREAT EPIC: 

• « 

It is wellknown that MAHABHARATA is made up of eighteen 
volumes - Parvas - as they are called, with a total of one lakhs 
verses. Unless one is completely devoted to the epic, it is not 
possible for one to read through it easily. But Agastya carved 
out a masterly epitome of it within a bulk of 1794 stanzas and at 
the same time he also broughtout the entire magic of its human 
interest, and spiritual and ethical profoundity besides bringing the 
central story into relief. He attempted an epitome of the epic and 
shaped it into a little but beautiful gem of a Mahakavya. 

First we shall analyse the technique adopted by Agastya in his 
epitomisation of MAHABHARATA and later on assess its worth 
as a piece of literary excellence. Now let us contrast Agastya’s 
methods with those of some of the modern scholars, European as 
well as Indian, to produce a condensed and coherent version of 
the epic. Against this background we can estimate the magnitude 
of Agastyapandita’s achievement. 

MODERN CRITICS ON MAHaBHaRATA: 

As Dr. Sukthankar States “on account of the rapidly shifting 
planes of perspective of the vast canvas on which the epic poet 
operates in developing his theme, the construction of the story 
has naturally become very comlex and its vastness and form has 
given rise in modern times to many amusing misconceptions, and 
to some ‘grotesque theories; mostly by foreign scholars”® 

The “majority of the Western critics of MAHABHARATA, 
chief among them being Lassen, Weber, Ludwig, Sorenson, Hop¬ 
kins and Winternitz felt that “the MAHABHARATA is in short 

® Dr Sukthankar’s ON THE MEANING OF THE MAHABHARATA - 
Chapter-I. 
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a veritable chaos, containing some good and much useless mat- 
ter”...“a skillful surgical operation - technically called ‘Higher criti¬ 
cism’ - could still disentangle the submerged ‘Epic core’ from the 
adventitious matter known to textual critics as ‘interpolations’; in 
which it is embeded”7 

Holtzman, and Schroeder were of the opinion that “an inherent 
contradiction subsists between the story and the moral sought to 
be inculcated in the epic”® 

Having discussed the validity and otherwise of all the above 
authors Dr. Sukthankar concludes that “there is no serious con¬ 
tradiction or inconsistency in MAHABHARATA. On the other 
hand, it is a mighty pulsating work clothed in noble langauge with 
pleasing imagery, a profoud and universal philosophy of a glowing 
and rhythmic synthesis of life”® 

Even a bitter critic of the epic like Oldenberg who has pro¬ 
nounced the epic to be a chaos felt, and rightly that “in the 
MAHABHARATA breaths the united soul of India and the indi¬ 
vidual souls of her people”. 

Thus the epic MAHABHARATA obviously contains some¬ 
thing -some mysteriously elusive ideal - that produces a permanent 
quality of interest. 

At the fag end of the nineteenth century many foreign scholars 
and some Indian scholars like R.C. Dutt, being attracted by the 
mysterious pull of the epic, resorted either to find out the so called 
nucleus or to abridge or to translate the MAHABHARATA into 
English. 

MODERN ATTEMPTS AT THE EPITOMISATION: 

In the words of Dr. Sukthankar “A Scandinavian scholar 
Sorensen made an attempt at reconstructing the epic kernal during 
the last decade of the nineteenth century, rejecting from the vulgate 

Dr. Sukthankar’s ON THE MEANING OF THE MAHABHARATA 

- Chapter-I. 

® Ibid. 

® Ibid. 
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very thing that appeared to him like an episode or didactic 
ision; he obtained at first an edition of some twentyseven 
and stanzas. But even this extract, he thought, included 
ial belonging to different epochs, he therefore proceeded 
duct from this trituration immense blocks of the text which 
ired to him to betrary their character as interpolations. This 
d attenuation rendered the epic to concentrated essence of 
seven or eight thousand stanzas. 

iven an ardent and passionate admirer ofMAH^BH^lRATA 
LC. Dutt felt constrained to admit the rationale of Sorensen’s 
ing, R.C. Dutt in the famous rendering of MAHABHARATA 
shed by him in 1910, gave a full and unabridged translation 
inglish verse of the main striking incidents of the epic, those 
5 being linked together by short connecting notes. Even this 
into some thousands of stanzas. 

^s late as 1965 Chakravarti V. Narasimhan wrote an English 
m of MAHABHARATA.'® In its introduction he says that 
purpose of my present work is to give a straight forward, 
tive account of the main theme of the epic, for this purpose 1 
selected only those verses which relate to the main theme and 
1 help to provide a more or less continuous narrrative”. Even 
s process of selection the total number of verses translated 
s to four thousands. 

"hus the majority of the Western critics on M AH ABHARATA 
ome modern Indian scholars were almost alike in their con¬ 
ns that the epic MAHABHARATA contains much spurious 
rrelevant matter and some of them tried their best to find 
le epic nucleus mainly depicting the great heroic saga of the 
at kings of India from out of the bulk of a lakh couplets. The 
er of verses which is considered to represent the epic kernel 
I from scholar to scholar, the minimum being four thousand 

5 . 

’his was the story of the attempts of modern scholars towards 
'HE MAHABHARATA (in Englsih) Pub. by Oxford Book Co., 
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identifying the core of the epic, a kind of an epitomisation of the 
great epic. And here we have to note that Agastyapandita who 
fully followed the Indian tradition did not feel any incoherence in 
the epic, yet he managed to bring the entire beauty of the great 
epic just within 1794 stanzas. 

ART OF EPITOMISATION: 

For a talented poet it is very much ea.sy to write poetry 
independently rather than to translate or to epitomise famous 
works of others, as they curtail his thought process at every step. 
It will be like walking on a tight rope. Generally epitomisation 
presupposes the familiarity with the greatness of the original work. 
Hence a writer who takes to that process should always try to 
enhance the fame of the original, or at least he should not degrade 
it. He should be faithful to the original in content. The purport of 
the original work should be well brought out in nut shell ofcourse 
with a new vigour and life. 

Brevity in narration, clarity in expre.ssion, originality in set¬ 
ting, beauty in treatment are the four pillars on which firmly stands 
the edifice of epitomisation in any language. How all these four 
factors were managed in a masterly manner by Agastyapandita in 
carving out the epitome of MAHABHARATA, will be discus.sed 
here under. At every step we should not forget that Agastya’s 
BALABHARATA is an original Mahakovya which won the ap¬ 
preciation of many critics in the literary field. Agastya took upon 
himself not a mere editor’s job, but an artist’s job. In that task 
Anandavardhana’s guidelines were of much use to him. 

To bring in brevity, a mirror image of the original may be drawn, 
or a simple literal condensation or a summary of the original may be 
attempted. But in the first case such a work will have no scperate 
existence of its own at all. And in the second process it will look 
like the wrongside of a tapestry (i.e) the threads are all there, but 
the pattern and the beauty of art is missing, keeping this problem 
in mind Agastyapandita started with his epitomisation process. 

For the sake of brevity a writer may easily drop from the original 
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whatever he feels irrelevant and that too for a modern scholar 
who feels MAHABHARATA a choas, it is neither difficult nor 
delicate to throw away a lot of the content of the great epic. 
But for a poet of antiquity like Agastyapandita, who cherished 
high respect for Vedavyasa/^ and who possessed utmost belief in 
the coherence of the content of MAHABHARATA it would be 
very difficult. Further in the view of the socio-religious condition 
of his contemporary period, it was a compulsion for Agastya to 
convey the full message, both ethical and philosophical of the 
MAHABHARATA. 

To achieve clarity in expression, the poet who wants to epito¬ 
mise should possess a thorough understanding of the original, its 
full scope, aim and its limitations. 

The originality in setting and the beauty in treatment are the 
two qualities that mainly depend upon the inherent talent of the 
poet. And these will be discussed later. 

(i) BREVITY IN NARRATION: 

Vedavyasa presented the simple story of the conflict between 
the rival cousins over the kingdom in an artistic setting. But the 
story runs in the form of a narration within a narration passing 
from one to another at times. As we are aware there are three 
narrators mainly involved in MAHABHARATA. The first is the 
sage 5auti or Suta, who related the story of MAHABHARATA (as 
narrated by Vaismpayana at the court of king Janamejaya) to the 
sages assembled at Naimis'a forest. Then there is Vaiiampdyana 
himself who is the narrator of the greater part of the work. Finally 
there is Sanjaya, the courtier and the constant attendant of the 
king Dhrtarastra who was given celestial sight by the sage Vydsa 
in order that he might give the blind king a complete account of the 
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fighting. Thus the main narrators are Suta or 5auti, for the early 
chapters in Idiparva, Sarijaya for Bhisma, Drona, Karna and 5alya 
pai-vas and Vaisdmpayana for the rest of the MAHiBHiRATA. 
In addition to these three, many sages like Vydsa, Mdrkandeya etc., 
and other characters that come accross - the story, narrate some of 
the episodes, some make didactic exhortations, or some give their 
own versions of an incident. AH these narrations are presented 
in the form of an answer to a question posed by somebody else. 
In many cases, especially in Sahjaya’s narration, the narrator first 
gives out a short accout of the incident or an episode and again 
eloborates the same subject at the request of the enquirer. 

As a first step towards achieving brevity Agastyapandita simply 
omittted all these narrators in his BALABHARATA. He himself 
started to narrate the entire Mahakdvya and at times makes the 
characters speak dialogues amongst themselves. Thus much of 
the repetition - a characterstic feature of the puranic style of 
MAHABHARATA (i.e) question- answer pattern - was avoided 
and by doing so the possibility of the reader being bewildered by 
the multiplicity of narrators and losing the thread of the story was 
also avoided. Thus the scope for understanding the main theme 
clearly was also achieved. 

(ii) BREVITY IN CONTENT: 

Clear analysis of the entire content of the original and fixing 
the starting point of the narration are the two essential factors for 
a good epitomisation. For fixing the starting point of the narration 
the MAHABHARATA itself gives out certain suggestions and 
provides scope for the later poets to exercise their option. “Some 
scholars say that the story of the MAHABHARATA starts with 
Manu. Some others say that it starts with the story of Ast?ka and still 
some others feel that it starts with the story of Uparicaravasu”(the 
father of Satyavati). 
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Taking this sanction of the epic itself Agastyapandita started 
his Kavya with the story of Santanu who married Ganga first and 
later the daughter of Uparicaravasu namely Satyavati. Thus he was 
able to avoid the narration of the earlier parts of the epic story. 

Then comes the question of the analysis of the content of 
the grand epic. For this, one should find out the main inci¬ 
dent, or the main event around which the entire story revolves. 
Here also the epic provides a clear indication. The narration of 
MAHABHARATA - as the epic itself tells us - rises out of the 
following question of king Janamejaya addressed to the great sage 
Krsnadvaipayana Vyasa on the occasion of the Snake sacrifice. 

“How did the quarrel among those men of unblemished deeds 
arise? How did that great war which was the cause of the destruction 
of many beings occur?”^^ This is the pivotal question on which the 
whole story of MAHABHARATA revolves. 

Keeping this in view the scheme of the story can be analysed 
as follows:- 

Such a great war as the one at Kuruksetra presupposes the 
origin of rivalry between the two parties and this takes us back to 
the story of the birth of the rival cousins namely Pandavas and 
Kauravas, and the reasons for the development of rivalry between 
them. Further we are led to the original, unquestioned heir of the 
kingdom - Bhisma who voluntarily relinquished his right over the 
kingdom for the sake of his father king 5antanu. Thus the answer 
to the fundamental question posed by Janamejaya starts with the 
story of Santanu. 

The second part of Janamejaya’s question takes us ahead into 
the battlefield of the rival cousins and leaves us with the knowledge 
of the details of the destruction that engulfed not only their families 
but also entire armies and also the details of the fate of the few who 
survived. Thus the main story of the epic starts with the story of 


13 


■■ RW II - - 60 - 19) 



5antanu and concludes with the departure of Pandavas to Svarga. 
As a backdrop to this fascinating story of human drama the detailed 
history of the earlier kings of the lunar dynasty was also added 
and the stories of survivors in that dynasty namely Pariksit and his 
son Janamejaya were also appended to the great epic. But, for the 
sake of convenience and maintaining interest the stories of Pariksit 
and Janamejaya were narrated in the beginning and the rest of the 
story was narrated in a flash-back fashion. Thus the whole story 
of the great epic can be analysed into five parts and studied. 

The first part of MAHABHARATA covering the first chapter 
of the Adiparva deals with the life of Pariksit, Janamejaya etc., 
and contains in detail various theories of cosmogony, origin of 
Gods, Demons, their different incarnations etc. As this part of the 
grand epic has nothing to do with the main question of the story, 
Agastyapandita dropped it completely as a first step to bring in 
brevity in the process of epitomisation. 

The second part of the epic MAHABHARATA describes 
the life and achievements of various earlier kings of the lunar 
dynasty upto Santanu, in detail. Agastyapandita very intelligently 
condensed this part of the epic into only a few verses. In each verse 
he suggested the life and major achievements of almost all the 
forefathers of 5antanu and thus provided a backdrop for depicting 
the dramatic events in the life of later heroes of the lunar dynasty. 

The third part of the epic contains the detailed narration 
of the life and achievements of king Santanu, his sons Bhzsma, 
Vicitravirya and Citrangada - his grandsons Dhrtarastra, Pandu 
and Vidura - his great grandsons Kauravas and Pandavas alongwith 
the details of the origin and grouth of the rivalry between them, the 
evil intentions and schemes of Kauravas - trials and tribulations 
of Pandavas - negotiations for peace - and the final arrival of the 
rival cousins on the battlefield at Kuruksetra to settle their dispute. 
Many episodes, legends and didactic discourses were also present 
throughout this part, which covers the second part of the Adiparva 
and fully covers the Sabha, Aranya,-Virata and Udyoga Parvas of 
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the great epic. 

In his effort at condensation Agastya took only the main 
incidents which provided a clear insight into the human quality of 
the epic characters and which provided a base for the delineation 
of the various rasas. And almost all other incidents of the original 
were either narrated briefly or suggested in a single reference, with 
a very few exceptions. 

The following are deleted. From Adiparva the details of 
Karna’s education and the curse - from Vanaparva the details of 
the life of Pandavas at Kamyaka forest -the curse of Maitreya on 
Durybdhana - 5rikrsna’s oath to restore the kingdom to Dhar- 
maraja - Discussions among Bhima, Draupadi and Dharmaraja - the 
story of Nahusa - Duryodhana’s Rajasiiya, and from Virataparva, 
the exhibition of wrestling by Bhima in the court of Virata - the 
incident wherein king Virata strikes at Dharmaraja with dice; - 
From Udyogaparva - the Viduraniti, - Ulitka’s arrival at Pandava’s 
court. All these omissions were affected by Agastyapandita simply 
for the sake of delineating rasa or to expose the weakness, or to 
enhance the greatness, or to exhibit the contrast of the respective 
characters. This will be discussed elsewhere. 

Almost all the didactic stories, legends, and discourses that 
were present in this part of the epic are completely omitted with a 
few exceptions. The stories of Tripurasamhara and Sundopasunda’s 
were given a simple passing reference. Thus thirteen cantos out of 
twenty cantos of BALABHARATA were devoted by Agastyapan¬ 
dita to cover the contents of the third part of the epic. The divinity 
and benevolence of Srikrsna pervading throughout the grand epic 
were honestly and effectively represented by Agastyapandita in his 
work. 

The fourth part of the epic covering six parvas, namely - 
Bhtsma, Drbna, Karna, 5alya, Sauptika and Stri - contains the 
details of the great war fought for eithteen days - and describe 
the valour, skill and chivalry of the heroes on either side - their 
strategies, schemes, treacheries and the resultant annihilation of 



all of them with a few exceptions. The woes and sorrows of the 
ladies of the departed were also very pathetically described in this 
part. 

Agastyapandita condensed much of this part of the epic. He 
described in one canto the skill and valour of the archer of archers, 
Bhisma who fought for ten out of a total of eighteen days. And 
the major events of the battle which revealed the valour, skill 
and bravery of the various heroes like Drona, Arjuna, Karna, 
Aivatthdma, Bhzma, Abhimanyu and Bhagadatta, were portrayed 
veiy beautifully by Agastya devoting a few cantos in his work. And 
the essence of the divine gospel Bhagavadgtta was also broughtout 
in a nutshel by Agastyapandita in keeping with the primary senti¬ 
ment of the Kdvya. The minor incidents of the war were simply 
mentioned during the process of the narration of the story. The 
incident which describes Dharmaraja’s approach to BhiSma at the 
beginning of the war - Srtkrsna’s wrath and his attempt to kill 
Bhisma - Pdndava’s secret approach to Bhzsma to know the clue to 
kill him - were omitted by Agastyapandita either to elevate the re¬ 
spective characters or to maintain the suspense and the interest of 
the narration. Arjuna’s killing of Karna while the latter was lifting 
his chariot out of the soil was also omitted by Agastya to elevate 
the characters of both Arjuna and Karna. Thus Agastya devoted 
altogehter six cantos of his work for this part of the original epic 
stoiy. 

The fifth part of the epic deals mainly with the details of the 
coronation and Korse-Sacrifice of Dharmardja - Bhrsma’s advice 
- the death of all the elders - birth of Pariksit - 5rikrsna’s death 
and departure to heaven - the miserable plight of the Yddavas - 
the long march of Pdndavas to heaven at last. 

Agastya devoted a single canto for ail this part of the epic 
but referred to almost all the incidents of it and broughtout the 
es.scncc of the epic effectively - and conveyed the transitory na¬ 
ture of wordly ambitions and achievements and concluded with a 
note of benediction. Thus the whole content of the story part of the 
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MAHJlBHARATA was skilfully condensed by Agstyapandita in 
his work. 

In addition to this story - MAHiBHiiRATA contains many 
episodes and legends almost unconnected with the main theme 
and also extensive portions concerned mainly with the teachings 
on ethics, polity or philosophy. It is a poem in which the moral, 
so to say is nearly four times as long as the story itself. “At some 
places of the epic these digressions crowd together rising up in big 
imposing piles as in the Aranya, 5onti and Anuiasana parvas and 
sometimes, they are far and few between, when the story advances at 
a more rapid pace as in Sabha, Virata, 5auptika and Strl parvas”.^'* 

In epitomisation Agastya omitted almost all the above. Thus 
in some cases he made only a simple mention of them. As a 
result he had to leave out practically the whole of 5antiparva and 
Anuiasanaparva which are the most important in the epie from 
the didactic point of view. But he managed to retain the essence 
of all these things. One of the main purposes of the original epic 
as well as the condensed one, is to convey the moral values. So 
Agastya skilfully introduced the norms of ethics and morality by 
way of suggestive meanings (Dhvani) in his Kavya. 

(iii) BREVITY IN VOCABULARY: 

As a piece of literary art the epic stands amongst the best of 
the classics of the world. The story of the epic was told in such a 
language as to hold the reader or rather listener in thrall. As Suk- 
thankar puts it “Richness of vocabulary enabled the epic poet to 

paint continuous series of word pictures of abundant variety”. 

“Inspite of the defficiencies such as prolixity ....the poem reveals 
abundant skill....and creative power in dramatic composition. It is 
above all characterized by extraordinary vividness and richness of 
imagination”. In addition to the long list of epithets and vocatives 
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nches of similes and metaphors - repetitive phrases and verses 
j present in the epic. Such things may go well with the puranic 
: of the epic but they cannot be provided a place in an epito- 
ition. Hence Agastya omitted such repetitions and variety of 
al juggleries. 

At many places the epic abounds in epithets of repetitive na- 
. Generally whenever an important character is either intro- 
:d or addressed the epic poet used a list of epithets or vocatives 
ling into several verses of narration. 

For example, in Virataparva, when Dharmaraja was reflecting 
1 the difficulty involved in Arjuna’s secret stay in the court 
irata he speaks out in ten verses all full of similes. All such 
titions were omitted by Agastya. 

In addition to the variety of metres the MAHABHARATA 
ains many prose passages also. Agastya reduced the number 
etres to twentyone in his BALABHARATA and eliminated 
rose passages of the epic in his work. 

Agastya’s very purpose was to popularise the MAHABHARATA 
all its important ideas and in all its vigour. A sense of appre- 
in of the beautiful elsewhere coupled with a desire to share 
others the discerned beauty and to retain the epic thought 
ighout and a humble suppression of the self before what is 
stly believed to be more sublime have perhaps made Agastya 
e many of the words, phrases and even images direct from 
reat epic. 

iv) ORIGINALITY IN SETTING: 

\tter the required deletions, additions and modifications were 
ed Agastya felt the need of rearranging the entire matter in a 
r poetic form. Here he took the sanction and the clue from 
3harata of NATYA5ASTRA fame, 
lage Bharata in his treatise on dramaturgy explained the 
ss of transporting the human mind into the transcendental 
3 of enjoyment wherein one forgets himself. He also declared 
he best medium to convey the lessons on Purusarthas (goals 
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of human life) is the drama.^® What applies to drama in Bharata’s 
view can be applied to poetry also in general. 

The variety of characters, and the multiplicity and the com¬ 
plexity of actions and interactions, and the message of the great 
story of the epic MAHABHARATA is so huge that it can not 
be fully fitted into the frame work of a drama of limited acts 
and scenes with fewer characters. Only a Mahakavya can provide 
a big enough canvas to portray the essential thought and beauty 
of the MAHABHARATA to the maximum extent. In poetry we 
find the beauty of imagination as well as a happy combination of 
realism and idealism. The ultimate purpose of giving positive in¬ 
struction through an uncommon delight to an appreciative mind 
of a Sahrdaya is also possible very well in poetry. 

The drama appeals to both the ear and the eye, the locale with 
its hue and colour, the make-up of the characters - the gestures and 
the expressions of the feelings and emotions couched in a dialogue 
captivates the spectator. 

So much so, Agastyapandita who took to the writing of 
BALABHARATA as a Mahakavya adopted the dramatic treat¬ 
ment in narrating the important incidents of the story, of course 
keeping in view the delineation of sentiments. As an expert artist 
he provides in his Kavya some of the details of the stagecraft - 
(i.e.) details of the location - description of the costumes of the 
different characterrs. Descriptions of the feelings and facial ex¬ 
pressions and reactions of the characters are also given, to make 
the reader feel the presence of the particular character and the 
scene of action just before his eyes. 

Thus Agatya successfully produced the BALABHARATA as 
an effective medium of representing the human drama of the epic 
story, where in the aesthetics and the ethics were hormoniously 
blended. 
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Generally scope for the expression of originality will be less 
in an epitome. But Agastyapandita succeeds in the process by 
adhereing to the suggestions and clues given by the famous critic 
Anandavardhana in his DHVANYALOKA. Thus without effecting 
a complete effacement of his own individuality he could epitomise 
MAHABHARATA into a Mahakavya. 

Anandavardhana says that “ resemblances ( parallelisms) will 
be there amongst great minds. Thoughts of great men bear strong 
affinities to one another. But all of them should not be regarded 
by the wise as been identical. According to him the nature of 
parallelism is three fold. The first is like a reflected image of 
the original^ the second is like the painted picture of the original 
and the third is like the correspondence between two living things. 
Of these the reflected image has no seperate existence of its own. 
Same is the case with the second type also^ while the third has a 
definite existence of its. own”.'" 

So long as there is a seperate life of its own, even a poetic 
theme bearing close corrospondence to an earlier one will acquire 
exceeding beauty Just as the delightful face of a woman will appear 
exceedingly charming in spite of its strong resemblance to the moon. 

Thus Agastya could breathe in original life into his epitome 
BALABHARATA following the suggestions of Anandavardhana. 

All the major incidents and important episodes were joined 
together skilfully by Agastya. The whole content of the 
BALABHARATA story was arranged into cantos. The basis 
for such a division and arrangement was Agastyapandita’s own 
originality and not that of the epic of eighteen parvas. Without 
breaking the thread of the long narrative, a few of the major inci¬ 
dents were alloted to each canto and almost all of them were .set in 
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a dramatic mould. And the rest of the major incidents of the story 
and the different links therein, that kept up the sequence of the 
main narrative were briefly supplied by Agastyapandita himself. 

Some incidents from one parva of the original epic were shifted 
to another context in BALABHARATA with a view to maintain 
poetic propriety and delineation of sentiments. The narration of 
the birth of Draupadi and Dhrstadyumna was shifted to a much 
earlier context. Immediately after narrating the defeat of Drupada 
at the hands of Arjuna, Drupada’s penance and the birth of both a 
son and a daughter are given in BALABHARATA. The incident 
where in Karna gives away his body- armour and ear-rings to Indra, 
was shifted from the Virataparva of the epic to the Aranyaparva 
story of the BALABHARATA to facilitate a contrast between the 
characters of Dharmaja and Karna in their spirit of generosity. 

In BALABHARATA some events were just touched upon, 
and or even skipped. Some incidents which are less important from 
the stand point of the original proportions of the epic were some 
what dilated upon, as in the case of the Kiratarjuniya episode with 
a view to bringing in a spirit of balance between the Saivite and 
Vaisnavite content of the Kdvya, and also to high light the spirit 
of devotion in Arjuna. 

The art of epitomisation sometimes necessitates the tele.scoping 
of incidents, and at times reduction of the number of occurrences of 
similar incidents. For example Ghatotkaca appeared thrice on the 
battlefield in the great epic, but only once in BALABHARATA. 

Agastya was very faithfull to the original epic regarding the 
matter, but at the same time he was original in his technique and 
treatment. We can find no traces of any misconceived links, striking 
laboriousness, superfluity, repetition of the theme, unnatural and 
far fetched motivations which are considered by literary critics as 
indications of lack of originality on the part of any poet. 

Almost as a final verdict on the art of epitomisation the epic 
itself contains a line in Sabhapaiva. In the context of Srzkrsna’s 
advice to his sister Subhadrd, Vydsa writes the following line:- 
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This line suggests that a good expression should be meaningful, 
truthful, favourable ( Helpful ), brief, .suitable and unambiguous 
so that no clarification is sought by others on hearing the same, 
probably keeping this line of Vedavyasa in mind Agastya wrote 
his BALABHARATA as an epitome of the epic. All the above 
mentioned qualities of a good expression are quite evident in this 
BALABHARATA to their maximum extent. 

EPITOME AS A MAHAKAVYA: 

The BALABHARATA deserves a prominent place among 
the larger poems of Samskrita literature. It has all the req¬ 
uisites of a Mahakavya as enunciated by Vis'wanatha in his 
SAHITYADARPANA. 

It is a long poem of twenty cantos retelling the story of the 
great epic MAHABHARATA. The five ‘Sandhis’ as they are called 
technically, are discernible in the development of the theme of this 
Kavya. The four motivations of human life namely Dharma, Artha, 
Kama and Moksa are dealt with in it. The Kavya starts with a 
benedictory verse which also introduces the theme directly through 
the description of the moon who is the progenetor of the Lunar 
Dynasty. It also suggests the Hero and the primary sentiment of 
the Kavya. In each canto of the Kavya one particular metre is used 
and at the end of each canto a different metre is introduced. In 
accordance with the theme of the particular canto the main metre 
is chosen and thus the propriety of metre is also maintained in 
this Kavya. This Kavya is made up of 1794 verses in altogether 
twentyone metres. 

This BALABHARATA abounds in fine descriptions of cities, 
sunrise and sunset, the moon, the day and the night, hunting, moun¬ 
tains, seasons with their respective flora and fauna, the ocean, the 
forest, love in seperation and in union, victory marches, battles, 
strategies and consultations, birth of children etc. And thus all the 
eighteen varieties of descriptions enunciated in poetics are present 
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divided the theme and formed the cantos in such a way, that in 
all of them either the importance of Dharmaraja, or something 
leading to the success, or prominence of Dharmaraja is present. 
The great Kuruksetra war and the total destruction it caused, 
teaches a bitter lesson which the whole humanity must learn. So 
whenever there is an occasion the futility of the mundane pursuits 
in this transitory world, necessity of having proper understanding 
of the true nature of the world, and the purpose of a righteous 
living were impressed on the mind of the reader, to facilitate him to 
enjoy the main sentiment of the Kavya namely‘Sdnta’. All the other 
rasas are also well depicted here. As suggested by Anandavardhana 
throughout the Kdvya the praise of the divine qualities of Srikrsna 
the Vdsudeva and also 5iva are described deeply impressing the 
quality of devotion on the reader’s mind.'* 

Agastya took special care to see that proper harmony is main¬ 
tained between the various sentiments and at the same time, with¬ 
out weakening the importance of Santa. The scheme and setting 
of the order of the incidents speak well about the competency of 
the poet. Three or four incidents or episodes are presented on 
in each of the cantos, maintaining the balance and sustaining the 
interest. 

FIRST THREE VERSES: 

The BALABHARATA begins with the description; of the 
moon the progenetor of the famous Lunar dynasty in the first 
three verses. The theme (^TFg:) is indicated directly introducing 
the moon. The de.scription is so well done that it suggests the 
hero (T^:), the main sentiment ( TO) of the Kdvya and also the 
purpose (TWO for which it is written. The manner of suggesting 
both the story and hero will be discussed below. 

1’he orthodox in Agastya ardently adheres to rules on rhetorics 
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and he starts his kavya with an indeclinable (■aTo’T’?) as it is expected 

to bring in prosperity to the poet. And he also describes the Moon 
in the first verse as it is believed to give exuberance of literary bliss 
to all concerned, and prosperity, stability, pleasure and fame to the 
poet.^° 

In the first verse the birth of the moon from sage Atri is 
described.'^^ The adjectives used to describe the moon are capable 
of suggesting the hero of the Kavya namely Dharmaraja also. 

The adjective gives out the story of the divine ori¬ 

gin of the moon. Jt is only the result of the penance and celibacy 
of the sage Atri and not due to any sexual passion of the physical 
bodies. Similar is the birth of Dharmaraja. It is not the result 
of any lust on the part of his parents. It is the deep urge for ac¬ 
quiring religious merit through having a son, who can protect the 
parents from the hell called ‘put’ (gcl) that led to the divine ori¬ 
gin of Dharmaraja through Lord Dharma. The second adjective 
here is +dlrril. It applies both to the moon and Dharmaraja. The 
Moon is a 4)ViirHi because he is light and also the source of the 
light. Dharmaraja is a as he is an enlightend individual soul. 
The third word used to denote the moon is ^§il?r It means 

that moon is the lord and (or) the prominent one among the 
stars. And Dharmaja is the most illustrious character and excels in 
lustre all other ever shining characters of the BALABHARATA. 

is the next adjective used to describe the moon. He is 
described as the destroyer of the beauty of water-born lotuses. The 
lotuses and the moon are born in the same Element namely Water. 
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So both of them are called as ‘varijas’. But at the growth of the 
lustre of the moon lotuses fade way. So the moon is described as 
the destroyer of the beauty of the lotuses. Likewise Pdndavas and 
Kauravas are the sons of the same family (i.e.) Kuruvamia. And 
the successful ascent of the Pdndavas and their leader Dharmaja 
finally takes away the lustre or the pride of their cousins namely 
Kauravas. So the above adjective is also capable of suggesting 
the hero Dharmaja. The moon thus described is finally said to 
be the beautiful left eye of Lord Visnu by the scripture.s. With 
this statement the verse comes to a close. This also can suggest 
the hero Dharmaja. The Sun and the Moon are praised as the 
two eyes of the universal form of god Visiiu. Similarly ‘Satya’ 
and ‘Dharma’ are also considered as the two eyes of Visnu the 
sustaining deity of the whole universe. So success of Dharma is 
the delight of lord Vis;nu. Here Dharmaja is the personification 
of Dharma in this Kdvya. Sri'krsna is Lord Visnu himself. And 
success of Dharmardja is the delight of Srikrsna. In this Kdvya 
many a time Dharmaja admits that because of Sriktsoa’s affection 
only he has always been successful. So it is dear that it is the look 
out of Lord 5rikrsna to lead the virtuousness to success. Hence 
the statement above can apply suggestively even in the case of the 
hero Dharmardja. 

There is another speciality with this verse. Ft is written in 
metre. It is an admixture of and There 

are many varieties in their combinations.'^'^ And every such variety 
has its own name. Here Agastya uses the particular variety of 
•SHv'iiIci: known as Thus he expresses his devotion to Goddess 
Saraswati at the beginning of the Kdvya (i.e.) by the first verse 
written in the metre named after Sarasvati. 

In the second verse Agastyapandita draws a similarity between 
the moon and the king of mountains namely Himavdn.'^^ The 
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Moon and the Himavon are worthy of the services of Gods, (^o?T: 

one as the abode of nectar and the other as a place of divine 
dwelling, both are known as (PeBoif? Fl^;) the first, as one who 
showers snows by his cool rays and the other as one who is having 
the snow clad mountains at his base. They deserve the respect from 
Lord 5iva, the first one as an ornament on the head and the other 
as the father-in-law of Lord S'iva. After this Agastya says that such 
a moon gives rise to the divine flow of moon light which dispells 
darkness, just like the Ganges, the offspring of Himavan, destroys 
the sin and ignorance of the people. This verse in its entirety may 
be viewed as to suggest the birth of the hero Dharmaja whose life 
is a continuous flow of virtue that can dispell the ignorance of the 
people at large. On the metrical analysis this verse illustrates the 
SPFT variety of and thus it refers to the name of the epic also 

here. 

The third verse describes the greatness of the flow of the divine 
moonlighf^'^ and here Agastya says that the ocean enjoys affluence 
not because of the union with the waters of Gafigd or with those 
of Yamund or with the waters of any other river, but only because 
Df the flow of the moonlight. For a discerning eye the greatne.ss 
Df the life history of Dharmaja is clearly present here. Such an 
sye can recognise a reference to the life of Bhisma in the word 
because of his connection with Gahgd as a son. And can 
jee a reference to the life of Vedavydsa, on hearing the word ^Tig^: 

because of his association with river Yamund (Vydsa’s birth is in the 
sland lying in the river Yamund). Thus here the suggestion is that 
:he world is gaining affluence of virtue on hearing and adhering to 
:he way of life led by Dharmaja only, but not adhering to the life 
pattern of Bhtsma who followed a self imposed celibacy, yet staying 
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neck-deep in the political administration, nor adhering to the life 
pattern of sage Vedavyasa. It is suggested that by leading a life of 
an ideal house-holder pursuing Artha and Kama tempered with 
Dharma one reaches the ultimate aim of human existence (Moksa) 
just like Dharmaja. 

As per the metrical analysis this verse is composed in 
variety of ■SH'Jiifri: it means an abode. An abode of what? Agastya 
provides the answer to the above question in selecting the varieties 
of the metre of the next two verses. According to prosody the 
fourth verse falls under the W variety of Thus Agastya 

suggests that his Kdvya based on ^ is an abode of (i.e.) 
auspiciousness and safety. The fifth verse of the Kavya comes 
under the variety called cFtcff of Thus Agastya suggests that 


his Kdvya BALABHARATA will bring him fame. 

After this type of analysis regarding the art of epitomisation 
and the understanding of the suggestive meaning in this Kdvya it 
will be proper to remember the following verse of Anandavardhana. 
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“Particular meaning and the rare word which possesses the 
power of conveying it - only these two deserve the careful scrutiny 
of a first- rate poet” and of an ardent critic too. 
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BALABHARATA 
A STUDY IN CHARACTERS 

The human mind can scan the farthest stars and galaxies, 
unravel the secrets of the unfathomable oceans, and probe all mys¬ 
teries of nature how so-ever deep or subtle. Such human mind 
[leculiarly enough shrinks down sometimes to the narrowest con¬ 
fines of delusion, greed, anger, pride, prejudice, jealousy, intrigue 
and falsehood simply for the sake of some transitory material gain 
or pleasure. The history of man tells us that such qualities are 
only to bring in ruin to oneself and to humanity around in general. 
Suiq^risingly the same human mind at times exhibits truthfulness, 
humility, charity, generosity, chivalry, uncovetousness, faith, kind¬ 
ness, devotion and concentration, etc., even at the cost of imme¬ 
diate meterial gains and life. And lives of all greatmen tell us that 
the.se qualities are bles.sings for the whole world. 

Man with such a complex mind is by nature a social being 
also. And hence in due course humanity evolved so many social 
institutions like marriage, family, religion, state etc., in its pursuit 
for comfort, security and salvation. Heredity, surroundings and 
circumstances also influence the human activity. But men with 
different mental states and urges, acting and interacting with the 
community life undergo many stresses and strains, pleasures and 
pains. 

Thus for a detached ob.server the whole human life and ac¬ 
tivity presents a captivating drama of typical and, at time.s, model 
characters with their actions and emotions and consequent results 



52 AGAvS'l'YAPANDlTA’s BALA BHj4RATA 

« • 

and realisations.^ 

The greatest epic of Indian literature namely MAHiBH.iRATA 
is regarded as the essence of all the ancient Indian wisdom. 
In this great epic the sequences and consequences of various 
actions, interactions and reactions of different individual minds 
present a panoramic view of greatly interesting human drama. The 
BALABHARATA is an excellent epitome of it. And Agastyapan- 
dita turned the epic into a Mahakavya, but adopted the dramatic 
treatment, retaining the dramatic element of the original epic. 

In this connection there is another noteworthy point. 
Poet Gangadharabhatta was the brother-in-law of Agastya- 
pandita, and the father of Viivanatha. Gahgadevi in her 
MATHURA VIJAYA writes that Gangadharabhatta wrote a drama 
by name BHARATANATAKAKATHA. She"says that it is 
an excellent dramatisation of the epic story. Thus it is a sig¬ 
nificant point that two of the great poets of the same period 
could see MAHABHARATA as a replica of the universal hu¬ 
man drama. Gangadhara modelled it to the stage and composed 
it as BHARATANATAKAKATHA. Agastya moulded it into a 
Mahakavya BALABHARATA replete with dramatic elements. 

The characters of a story, the Sahrdaya and the author are the 
three factors involved in any literary experience. But in a drama 
the author removes himself into the background and puts the actor 
and the spectator face to face, and thus the process of indenti- 
fication on the literary plane, of the two is made instantaneous. 

In poetry the author will be a constant companion of the reader 
and hence the identification of the reader with the character of 
the work is generally delayed. However if the author is an adept 
in the art of aesthetics and its semantics he becomes a catalyst and 
hastens the process of identification. In such a case the poet with¬ 
draws himself to the background whenever the occasion demands by 
adopting the technique of dialouge between the different characters 
in a given situation. Then the work of such a poet almost becomes a 
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drama with rapidly moving scenes, enacted before the mind of a 
sahrdaya. 

Thus in BALABH^RATA Agastyapandita planned the can- 
towise contents of the theme in such a way, that the reader feels 
as if he were witnessing scene after scene of a drama enacted be¬ 
fore him. By adopting the technique of a drama Agastyapandita 
could achieve two results in his Mahakavya. First he could carry 
his reader with him, inspite of the already well-known story he has 
chosen to describe. Secondly he could imprint the impressions of 
the epic characters clearly and deeply on his reader’s mind. 

So, we have to understand and analyse this Kavya as a replica 
of the ever enacting human drama conveyed through the great epic 
and proceed to the study of the different characters of it. The 
aesthetics and the ethics of the Kavya are also to be deduced later. 

CHARACTER STUDY: 

Action is the sign of life. To act is to live. Death is the cessation 
of ail human activity. Literature which is said to mirror human 
life bases itself on activity. Literary representation of such activity 
has to portray the basic mental states (TSTHftqToTT:) that invariably 
accompany such actions at their highest relishable pitch in an ideal 
situation visualised by the poet either in a drama or in a poem. In 
both the cases the treatment of the subject matter is very much 
similar. 

Rasa being the spirit and soul of poetry, the plot becomes 
merely the outer vesture and character portrayal also sustains the 
Rasa only. Hence in such a Kavya the study of the characters is to 
be made on the basis of a proper understanding of the dominant 
and intervening sentiments of that particular Kavya. 

Indian literature mainly tries to present the idealistic and 
artistic world of the characters in all their moods and situations and 
gives its readers the experience of goodness, through identification 
of the reader with such an artistic presentation. Thus it elevates 
the basic mental moods to an idealistic situation, gives the readers 
a taste of its uncommon pleasure, and in that state of ecstacy 
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administers the medicine of instruction coated with sweet and 
beautiful persuasion so that the bitterness of the medicine (i.e.) 
the didactic quality is not felt by the readers. 

But, as stated earlier, whatever may be the primary sentiment 
of a Kovya, there is always a principal action, and whosoever is the 
focal point of such an action, he is the person who reaps the final 
harvest. The resultant benefit of such activity is called the fruit 
(T)^) and the enjoyer of it is virtually the principal character in that 
Kdvya. He is called the Nayaka or the Hero, because the entire 
activity culminates in his benefit. He is the basic or the sustaining 
factor of the principal sentiment in that 

particular Kavya. 

Such a hero may be of different types-nay-of as many types 
as there are human beings with all shades of differences in their 
natural disposition and modes of performance. So complex is 
human nature with its numerous dispositions and tendencies that 
it defies classification. Still Indian literary critics divide such Heroes 
and Heroines into certain classes. And the Hero is classified into 
four broad types, namely Dhirodatta. Dhiralalita, Dhiroddhata and 
Dhirapras'anta. Though the innate tendencies of each of these types 
depend mainly upon heredity, social environment and professional 
career, but still, for purposes of poetic delineation, it is their mode 
of acquittal of duty, their actual frame of mind, their thought and 
actions, that determine their type. But by all means it becomes 
an essential qualification of a Hero that he should, at all events 
be a Dhira (i.e.) a man full of fortitude and courage, and should 
be possessed of the nerve to bear the brunt and withstand all the 
buffets of billows that toss him up and down in the tidal waters of 
human life. 

The main action in the great epic MAHABHARATA is the 
devastating war fought for the uplift of Dharma and the hero, king 
Yudhistira, the incarnation of Dharma who lived a full purposeful, 
responsible life, fought the royal battle for Dharma alone, won it 
and enjoyed both Artha and Kama tempered with Dharma and 
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finally attained Moksa through the proper discharge of his duties 
as a king, as a house-holder and as an enlightened soul. 

Anandavardhana, the famous Indian literary critic in his work 
DHVANYALOKA says that “in the MAHABHARATA, which 
combines the elements of both instruction (3’!^:) and poetry 
in one, it will be seen that its conclusion in a note of despair 
consequent on the miserable death of Vrsnis as well as Pandavas 
reveals the great sage’s (Vyasa’s) primary intention of preaching 
through his work the moral of renunciation. It also throws light 
upon the fact that the sage intended final emancipation as the 
foremost of the human goals and peace as the most predominant 
sentiment in the whole work”.^ 

HERO AND THE MAIN SENTIMENT: 

According to the principals of rhetorics, when peace (TiRlO is 
the predominant sentiment in a Kavya, the Hero of that Kavya must 
be a Dhirapraianta type. He must be a Brahmin by birth, pious 
by nature, and generous in action and by all means a man of self- 
restraint and enlightened judgement. But in MAHABHARATA, 
as remarked earlier, the Hero Yudhistira is a Kshatriya by birth, a 
king by profession, but a yogi by living and the great epic itself ex¬ 
horts people to lead the life of a perfect yogin (4ldW; ^ - 

- 2 - 47) and yoga is defined as efficiency in the discharge of 
all duties (%!: - 2 - 50) and further the great 

epic declares that equanimity is itself the yoga. 

(■hlrl 2 - 47) thus equableness, harmony, a balance of personality 
can be called ‘Samatva’. A man who is a Sama (^0 will never 
fly away from the worjd around. The life of such a yogi affects 
his whole personality, brings all the functions of his reason, will, 
and emotion into their right and balanced relationship. Pleasures 
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and perils of the world do not disturb his equanimity. All through 
he preserves, balance, aloofness and an active renunciation. To 

attain Moksa, such a man need not become a recluse. He need not 

« 

mortify the flesh or cover himself with pure ashes, or run away from 
his fellowmen to remote mountain fastnesses or forests to attain 
self-realisation. He can get it even while living in his own house. 
So much so for the delineation of Santa Rasa, the Hero of the 
Kavya need not necessarily be a Dhtraprasanta. Hence Yudhistira 
the incarnation of Dharma, who led the active life of an ideal 
king and an ideal house- holder possessed with fortitude, peace, 
equanimity and generosity can be an ‘alambana’ for Santarasa and 
thus Agastyapandita carved out a dhirodatta in Yudhistira and 
delineated Santarasa in his BALABHARATA. 

The skill of Agastya in placing all the various characteristics 
of a Dhirodatta in Yudhistira and making use of all of them in the 
delineation of Santarasa is the subject of our study here. 

As stated earlier, the first three verses of the Kavya describe 
the moon, the progenitor of the lunar dynasty. The descent of the 
moon from sage Atri was well described in SKANDAPURANA. 
but not in the MAHABHARATA. Agastya’s reference to this story 
here is intentional. All the adjectives used here bring out the 
virtues of the moon called ‘Sas'i’ such as his divine origin, his 
lustre, his purity, his enlightenment and his natural capacity to 
dispell darkness. All these can suggest the virtues of the hero 
Dharmaja also. 

In this context the flow of the moon light that dispells darkness 
is compared to the flow of the divine Gahga in dispelling ignorance. 
Capacity to destroy darkness is a virtue of moon, who is called 
‘5aii’ and by using adjectives like 'qraR:, 7Tfym%tR:, 

etc. throughout the Kavya, Agastya suggested the virtues 
of his hero Dharmaja. 

HERO DHARMAJA THE PIOUS: 


With the following description Agastya introduces the Hero 
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of this Kdvya to his readers for the first time. He says that “on 
an auspicious day, in a favourable moment, Kunti gave brith to 
a pious son Yudhistira as the forest-like cluster of hair of Lord 
Siva gave rise to the divine stream of Gariga”.^ The speciality of 
Agastyapandita lies in choosing the simile her. Here a comparison 
is drawn between the matted-hairs of Lord Siva and Kunti on one 
hand, and on the other, a comparision is drawn betwen divine Gangd 
and young Yudhistira. It is to be noted here that throughout this 
Kdvya on many occasions Agastya describes the purity and piety of 
river Garigd and once he states explicitely that “the Gangd shows 
the path of purification to the entire world”."^ Here by drawing 
a comparision between such a Gangd and Yudhistira Agastya 
successfully suggests the virtue and piety of the latter and also 
hints that the life of Dharmaja is an ideal to be followed by the 
entire world. All the adjectives used in this connection suit the 
delineation of Sdotarasa 

‘In the MAHABHARATA, in the same context a divine voice 
announces the piety and virtues of the kid Yudhistira, and later 
on, his greatness is described at length by the epic poet. It is 
ah in accordance with the epic style of narration. But herein 
BALABHARATA Agastya skilfully brings in the same effect, by 
resorting to the process of suggestion. 

The greatness of any individual is to be felt by people and 
a mere description of it and hearing it is not sufficient. Hence 
Agastya writes that “on the birthday of Yudhistira, while Gods are 
praising the event, all the four corners of the earth, and all the 
muddy waters of the rivers have become clear and the minds of 
pious people along with the flowers on the trees are filled with 
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the fragrance of appreciation”.® Thus the very birth of Yudhistira, 
the hero of the Kavya takes place by the grace of Lord Dharma 
himself, in a penance grove, to parents who are devoid of the 
lust for sex. Generally the environment, in which the children are 
brought-up, has a powerful bearing on their character. Keeping 
this in view Agastya describes the boyhood of Pandavas. He writes 
that “there are no servant-maids or attendants to extend their 
helping hand for the tender Pandavas to stand and to walk. There 
are no court-bards to euologise thfem. They play with the manes 
of the wild lions of the airama, without any fear”.® Thus Agastya 
suggests that the Pandavas brought up in the pious atmosphere 
of hermitages, devoid of jealousy, and keeping away from pomp, 
pelf and egoistic royal vanities. The above virtues are conducive 
to the nourishment of the equipoise ( ) of a dhjrodatta in 

Yudhistira. Here in this context Agastya describes some of the 
excitants as prescribed in rhetorics for the proper 

development of .Santarasa. 

After the demise of king Pandu, Yudhistira along with his 
brothers is taken to the royal palace of his elder uncle. There 
Yudhistira along with all the other princes learnt the martial arts 
under the able direction of Drbnacarya. With his pleasing manners 
he becomes the cynosure of the people around. This creates a kind 
of jealousy in Duryodhana and gradually it develops into enemity 
towards Pandavas. 

Dhrtarastra being persuaded by his evil son, asks Yudhistira 
to go to Varandvata. Yudhistira gladly obeys him. Here Agastya 
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says that Yudhistira “knows the evil intentions of his elder uncle”" 
and so he is quite cautious and alert during their stay in the house 
of lac built by Purocana. This shows the quality of shrewdness 
(fclK'tjni) in Dharmaja. 

When Kunt? wants to depute Bhjma in the place of a Brahmin 
lad, Yudhistira of the original epic story initially takes objection to 
it and after a long discussion, he is convinced by his mother. But 
in an epitome such a possibility of a lengthy discussion is not there. 
And in its absence, Yudhistira’s initial disapproval brings discredit 
to his character. Hence Agastya slightly alters the context and 
writes that his hero Yudhistira immediately accepts his mother's 
proposal “having seen the valour of Bhima in killing Hidimba".** 

Yudhistira is a royal prince. It is his duty to pursue material 
wellbeing and marital pleasure also in consonance with the princi¬ 
ples of Dharma. The Yudhistira of the great epic hesitates to marry 
Draupadi along with his brothers and agrees to the marriage only 
after much persuasion. Here in the BALABHARATA Agastya 
gives a detailed narration of the story of Nalayani and says that 
Yudhistira himself expresses his intention of marrying Draupadi® 

Maya, the divine architect is honoured by Yudhi.stira. In return 
he gives certain presents to all the Pandavas except Yudhistira. 
This discrimination of Maya is less important in the context of 
the epic. But here Agastya by referring to such a minor incident, 
suggests the disinterestedness of Dharmaja in possessing articles 
of mundane pleasure. This confirms the conviction of Yudhistira 
aboutthe transitory nature ofworldly possession. Such a conviction 
is the basic mental mood to develop the spirit of renunciation 
and the corresponding sentiment of peace. The same belief of 
Yudhistira is also expressed when Agastya writes that, after the 
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accumulation of various presents in connection with the Rajasuya 
sacrifice. Yudhistjra gives away all of them to poor and deserving 
Brahmins, as presents. 

On the invitation of Duryodhana extended through Vidura, 
Yudhistira goes to play the game of dice. In this connection 
Agastya uses for the first time in his Kavya, the adjective 
to denote Yudhistira. The conotation of that particular adjective 
in that particular context highlights the character and the mental 
mood in Yudhistira befitting the development of Santarasa. This 
provides a proof of Agastya’s keenness in using his vocabulary in 
the Kovya. 

The game of dice is the occasion wherein the intrinsic virtues 
or weaknesses of Yudhistira are exposed. Hence in this context 
Agastya bestows special care in depicting the personality of his hero 
Yudhistira. At the outset Agastya justifies Dharmaja’s arrival 
at the game of dice by generalising that “III fate deprives men 
of their wisdom”.^^ iakuni invites Yudhistira to play dice and 
justifies the game, telling that wisemen approve of it as a pastime 
for kings enjoying empires. Immediately Yudhistira says that the 
game of dice is always a cause of enemity. And further, without 
mincing matters he exhorts 5akuni to take recourse to war if they 
(Kauravas) want to defeat him and his brothers (Pandavas), for 
“war alone bringsforth fame to kings instead of the game of dice”.*^ 
Thus the intelligence of Yudhistira in assessing the evil intentions 
of Kauravas, his readiness to face them on the battlefield and his 
clear understanding of the evils of the game of dice are revealed 
here. Later on, 5akuni indulges in .sarcasm. With pungent words 
he remarks that “high, or over-accumulation of wealth breeds fear 
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complex.'"* Provoked by that taunt which attributes avarice (#^:) to 
him, Yudhistira prepares to play the game of dice. Here Dharmaja 
clearly declares that he will never go back when ojice challenged by 
others either in the game of dice or on battle front, and announces 
that “he will play the game without avarice 

Thus here Agastya suggests that Yudhistira, as a king is even 
prepared for a fight against his evil minded cousins but is not 
prepared to accept silently the insinuating charge against him that 
he is much attached to the riches he has acquired during, the recent 
Rojasizya sacrifice. 

Agastya further says that even during the game of dice Yudhi¬ 
stira does not forget his moral obligation, in excluding the proper¬ 
ties of Brahmanas, from the list of wagers he places in the game.'® 
To the common understanding, Yudhistira is at fault in going to 
the game of dice knowing fully well that it is going to breed ene- 
mity, and he is at his worst, in putting his wife as a wager in the 
game. So, Agastyapandita tries to lessen the responsibility of his 
hero Yudhistira.He brings in the inevitability of ill fate and the 
divine dispensation, and says that Yudhistira “acts as if possessed 
by kali to flilfill the divine purpose”*® (destroying adharma). 

Thus, either due to his ill-luck or his folly, hero Yudhistira has 
to go to the forest and lead a life of hardship and peril for twelve 
years. Throughout this period no where does Yudhistira fear for 
his life nor he is carried away by pleasure nor worried about forest 
living. He faces all the situations with equipoise. As an enlightened 
soul he spends all this forest life, in visiting hermitages, performing 
pilgrimages etc.. Through such descriptions Agastya prepares a 
worthy background to depict the dominant Santarasa. 

During the Ghbsayatra episode Suyodhana i^ibeld a captive by 
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a Gandharva king. On the request of the Kaurava ladies Yudhistira 
orders his brothers Arjuna and Bhtma to rescue SuySdhana, and 
convinces them that “ a fight amongst themselves as rival cousins is 
acceptable, but when an outsider attacks their relatives inaction on 
the part of the cousins will bring blasphemy to the enitre family”^’^ 
He further says that “there will be nothing more worthy of fame 
than giving protection to ladies that seek help”.^® At his command, 
Arjuna and Bh?ma go and rescue Duryodhana from the enemy and 
bring him back to Yudhistira Yudhistira, frees Duryodhana and 
asks him not to indulge in such acts hereafter and lets him go. This 
shows the magnanimity of Yudhistira. It is clear that Yudhistira has 
no ill will or enemity even towards Duryodhana who is responsible 
for all the miseries Pandavas have been subjected to. In this 
context Agastya skilfully brings in the information that Yudhistira 
is busy in performing sacrifices by the time the ladies of Duryodhana 
approach him for help. By the simple mention of the place^® and 
paraphernalia^® of the sacrifices Agastya makes the whole incident 
an excitant of the ^ontarasa. 

Later on Agastya gives even a minute detail, that Yudhistira 

# • 

leaves Dvaitavana on the request of the forest animals.^’^ From 
the point of view of the story this information is less important, 
but Agastya hereby makes manifest one of the virtues of the hero 
Yudhistira (i.e.) kindness towards ail beings. 

In another episode, when Saindhava is running away taking 
Draupadi as a captive, Yudhistira orders his brothers to teach the 
culprit a lesson. And after Saindhava is brought a captive to him 
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Yudhistira advises him not to repeat such things again and lets 
him go. Such is Yudhistira’s kindness and magnanimity. 

In the Yaksapraina incident, Yudhistira’s efforts in getting 
back the sacrificial sticks of a Brahmin, reveal his virtuousness. 
When all the brothers fall dead after having drunk water from 
a particular pond, Yudhistira goes there and answers the critical 
questions of the Yaksa. The episode provides a proof of his 
pragmatism and intelligence. Satisfied by his answer! the Yaksa 
asks him to choose the life of only one of the brothers, and 
promises to give back the life to that brother. Yudhistira, who 
has been undergoing a miserable forest life does not ask for either 
Bhima or Arjuna. He wants Nakula to be brought back to life. 
On hearing his wish the Yaksa enquires in curiosity why Nakula is 
chosen. Yudhistira replies that he has the same respect towards 
his step- mother Madri, and says that he wants at least one of her 
sons to survive along with him.'^^ God Dharma who is in the form 
of that Yaksa, being pleased by the righteousness of Yudhistira 
brings back to life all his brothers. The narration of this incident 
highlights both the skill of Agastya, and the character of Dharmaja. 

After the completion of twelve years of stay in the forest the 
Pondavas choose to live incognito in Viratanagara for one year. 
The five Pondavas go in different guises and seek service and shel¬ 
ter under king Virata. Tn this context Agastya uses one simile, 
which provides a key to understand the character of Dharmaja and 
also the prominent sentiment of the Kovya. Yudhistira, accompa¬ 
nied by his brothers is here compared to the quality called ‘Sama’ 
accompanied by other virtues, and Virata is compared to Dharma 
and it is stated that the entry of Yudhistira along with his brothers 
into the court of Virata is just like the union of the quality Sama 
( ) and its retinue, with that of Dharma^^ and in this context 
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itself, Yudhistira is compared to a ‘Yati’ in one verse and to 
Lord iiva in another verse. All these things speak about the 
virtues of Yudhistira, and provide the congenial accessories for the 
development of Santarasa in the Kavya. 

In the Kicaka episode, in the context of Bhtma looking at 
Yudhisjira, as if seeking his permission to kill kicaka, Agastya writes 
a verse wherein Yudhistira is shown suggesting indirectly the future 
course of action to Bhima. This shows Dharmaja’s pragmatism and 
strategy.^'* It is but natural for both Draupadi and Bhtma to 
react with anger at Ktcaka and they both feel the unperturbed 
disposition of Yudhistira as a sign of cowardice. Here Agastya 
expresses their feelings towards Yudhistira in two adjectives (i.e.) 
arid .3Wsff used by them.. 

But the skill of Agastya in using them is evident as these two 

qualities are accepted as conducive virtues in delineating iantarasa. 

They express the equipoise of the mind of Yudhistira. 

# • 

In the same canto, when Sus'arma the king of Trigartadeia 
forcibly takes away the cattle belonging to Virata on the South¬ 
ern border Agastya writes that Yudhistira declares himself 

proficient in war and thus wishes to do favour for his friend^® 
Virata, for the shelter the latter has given him during the year of 
exile. Here Yudhistira, who is famous for his non- violence and 
disinterestedness in waging wars, himself wants to fight to protect 
the cows. It is the fundamental duty of a Ksatriya to protect the 
Veda, the Cow and the Brahmanas. Here this virtue of Yudhistira 
is clearly manifested. In this context Agastya compares the four 
brothers to IffTFl:, This clearly brings out the 

Ksatriya quality of Yudhistira to light. 

In the entire epic there are four important occasions wherein 
some sort of weakness on the part of Yudhistira can be pointed 
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out by a superficial observation. However on a critical analysis the 

virtue ofYudhistirawill be vindicated. But in a Kavya .substantiation 

of such things is not possible. Agastya skilfully avoides all such. The 

first charge that can be levelled against Dharmaja is his hesitation to 

depute Bhzma to fight against Bakasura. As stated earlier the 

situation is altered by Agastyaparjdita in the BALABHARATA 

to nullify criticism. The second charge is regarding his readiness 

for the game of dice and his indiscreet action in placing his wife 

as a wager in it. As already pointed out, Agastya brings in the 

inevitability of fate here. Regarding the charge about his attempts 

to elicit the secret of the life of Bhisma Agastya conveniently omits 

the mention of it in his Kavya. The fourth charge is about his 

speaking a lie to his guru. Agastya can not avoid it or alter it in any 

way. Hence he expressly states that Yudhistira speaks such a lie 

in view of checking the ferocity of Drbnacarya on the battlefield. 

Agastya justifies the action by bringing in the point about the advice 

of S'rikrsna^® to Dharmaja to speak so.. 

• • • 

No virtue has been held in greater regard in the Hindu liter¬ 
ature and life than truthfulness. The MAHABHARATA declares 
that ‘truth’ outweighs acquired merit of a thousand Horse sacrifices 
and that even a trivial falsehood in connection with the teacher 
conceived in the mind, destroys the speaker, his ancestors and his 
descendents upto seven generations. The MAHABHARATA also 
holds that the virtuous man commits no sin if he utters a false¬ 
hood, if it is to save life and wealth of others or for a religious 
purpose. 

But it should be noted that the dicta specifying the exceptions 
do not claim to make untruth a truth. They only release the 
offender Irom the expiation, and dire consequences that otherwise 
await falsehood. 

Yudhistira who has never deviated from truth is subjected to ' 
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great pressure and persuasion by circumstances and Srlkrsna also. 
He is constrained to make a statement that likely to mislead his 
preceptor Dronacharya into believing that his son Aavatthama has 
been killed. But the effect of the deception of Dro^a is seen later 
in the MAHABHARATA when the sinless Yudhistira has to come 
within the sight of Hell, though he is not consigned to it. But 
in BALABHARATA Agastya removes the reference to ‘Hell’ and 
justifies the action of Yudhistira by referring to Srtkrsna’s request. 

After the great war Yudhistira meets Gandhari while she is 
weeping over the death of all her sons. When she is about to curse 
him for the total destruction caused, he humbly bows down at her 
feet accepting the entire responsibility for all the destruction, 

BT BRlftB TT^lf^ ...(l9 - 16) This shows the 

mood of dejection ( ) in him which is the real base for the 

depiction of Santarasa. 

The coronation day in the life of a king is the most memo¬ 
rable occasion full of pleasent feelings and emotions. But after the 
devastating war and the destruction of all kith and kin coronation 
becomes a simple function of taking up the responsibility of Gov¬ 
ernment for Yudhistira. Here Agastya writes a single verse and 
thus suggests the disinterestedness of Yudhistira in it. Previously, 
the coronation at the time of marriage is eloborately described. 
Thus we can know the relative differnce between the two descrip¬ 
tions, and the intention of the poet in doing so. 

In the last canto the story revolves round Dharmaja only. Here 
the whole scene is surcharged with the atmosphere conducive for 
iantarasa. Here Dharmaja is said to have been spending his time 
in Hermitages.^^ He is grieved very much on hearing the death of 
his mother and other elders^* and especially of Srikrsna and the 
Yctdava race. Agastya says here that Dharmaja has taken to saffron 
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:lothing having lost desire to live further.^® In the conclusion 
A^gastya says that Dharmaja leads on ideal, virtuous life for some 
days and finally sets in on the Mahaprastana. 

The highlight of the character of Yudhistira can be seen in 
lis last journey to Heavens. Here Yudhistira even refuses to enter 
Heaven, without being accompanied by the dog which has given 
lim company all along. Here Dharmaja openly declares “that he 
:annot relish the pleasures of heavenly life, without the company of 
hat dog”^° and later on he enters heaven along with God Dharma 
ind provides happiness to all the divine beings too, by his presence 
herein.^ ^ 

BH7MA THE ADVENTUROUS: 

In a literary work the hero in all cases is the centre of activity 
ind directs all those who assist him in the accomplishment of his 
)bject. A large number of helpers is therefore necessary for a hero 
»f a Kavya to succeed in the pursuit of his life’s purpose and other 
indertakings. So much so in every Kavya the Hero will have his 
ounteiparts. They are called subsidiary heroes (agHraoFT:). In a 

Tahakavya there will be so many incidents and episodes, and the 
:ey characters in such incidents (51^) or episodes (WH:). are 
enerally accepted as Anunayakas. An Anunayaka is therefore 
character whose part is slightly less important than that of the 
ero. At times because of the importance of the episode or the 
icident, the Anunayaka in such a context carries much weight and 
ies with the hero himself for relative prominence. But in view of 
le main action all those Anunayakas remain only as helpers. 

As such Anunayakas present different aspects, and dis- 
harge different duties, they are technically called Dharmasahaya, 
krthasahaya or Dandasahaya. In this Mahakavya Bhima and 
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Arjuna were depicted as Anunayakas. It was mainly they who 
extended their helping hand to Yudhistira in all his pursuits and 
problems. 

And besides the human assistance, the Hero at times re¬ 
ceives,by virtue of his merits or moral strength, help from divine 
beings, including the supreme God. Such a superhuman help and 
success establishes the moral prowess of the Hero. In this Kovya 
Lord Krsna plays that role. And other characters like Vedavydsa 
also extends helping hand to Yudhistira in his pursuit of righteous 
duty. 

In the great epic Bhima the second of the Pandavas is well 
known for his physical strength. As Dr.Sukthankar puts it “B})ima 
is a veritable giant with the strength of ten thousand elephents. 
He was a terror to his enemies. In personal combat he kills at 
different times notorious giants like Hidimba, Baka, Kimmira and 
Jatasura”.^^ He also killed the lascivious Kicaka, the terrible 

t 

Jardsandha, Duryddhana, Duisdsana and all the other Kaurava 
brothers single handed. He is a man of adventurous spirit, and 
all these characteristic features are clearly depicted in this Kdvya. 
But some of the incidents like the killing of Kimmira and Jatdsura 
are merely mentioned and not described in detail. The killings of 
I-lidimba, Bakdsura, Kkaka and Jardsandha are however described 
at length in this Kdvya. In all these episodes the sentiment of 
either Raudra or Vira is depicted and Bhlma is the dlambana in all 
such descriptions. He is devoted to righteousness and never shirks 
helping people in distress. All the physical movements and mental 
moods conducive to express the Raudra or Vira sentiments are 
described in this Kdvya whenever Bhtma is in action against evil. 
Agastya’s conception of Bhima in his Kdvya can be well understood 
by analysing his description of the birth of Bhima. 

“Kunti' invokes God Vdjni, and by him gets a son called Bhzma, 
who is a demon-killer, just as Anjand got a son in the past by 
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le same God Vayu”.^’’ Thus Agastya introduces the character 
f Bhima. Here two qualities are ascribed to Bhima. One is his 
rowess in killing demons, ft is directly expressed. The other quality 
suggested by using the particular simile. Here a comparison 
drawn between Kuntz and Ahjana on one hand, and between 
liTma and Hunumdn on the other. Hanumdn’s reputation as a 
estroyer of demons is as well known as his fame as an ideal servant 
f Bhagavdan Srtrdma, in establishing Dharma on the face of the 
arth. Agastya uses this simile aptly and suggests that in all the 
ncounters where Bhzma kills different demons, and enemies, he is 
le leader, and in doing so he subordinates himself to the cause of 
>harma, personified in Yudhisjira. Technically speaking, Bhzma 
lus played the role of a supporter of Dharma ^4’6H3 n; throughout 
lis Kdvya. 

Such a Bhzma due to boyish temperment used to tease Kau- 
avas in playing games and thus becomes an eye-sore for Kauravas 
ght from his childhood and they attempt to kill him at every op- 
ortunity.^' Once he is poisioned, and on an another occasion 
e is tied tight with twigs and thrown into deep waters containing 
pears at the bottom. But in all such cases not even a shade of 
:ar, or worry can be seen in Bhzma. recklessness and wild im- 
etuosity are evident in every exploit of his. In this Kdvya Bhi'ma 
mbodies quick anger, bellicosity yet steadfastness too in facing all 
he trials and tribulations of fate. 

At Vdrandvata a plot is hatched by wicked Duryodhana to 
urn alive all the Pandavas along with their mother in a house 
uilt of lac. Bhzma with his superhuman strength is able to rescue 
II his brothers and mother. Agastya more than once compares 
im to Garuda, the son of Vinata and the Kauravas to the snakes, 
le sons of Kadruva. This simile .suggests not only his strength but 
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also his righteousness and dutifulness."^'’ 

Just like the divine Garuda Bhima is always fond of adventure 
and fighting.'*® He is ever ready to protect the cause of Dharma. 
The narration of the fight of Bhima with Bakasura provides the 
illustration for the above observation in this Kavya. 

Character is the cumulative effect of the different actions of a 
man, and such actions are the immediate consequences of different 
passing mental moods and the latter are the acce.ssories in the 
development of ideal sentiments. And thus in this Kavya Bhima 
represents the ideal Raudrarasa, and at times Veerarasa also. 

At the time of the game of dice we can see his real nature. 
He is unable to bear the insult being done to Draupadi in his very 
presence. His anger knows no bounds. He not only questions the 
Yudhistira’s propriety in placing even Draupadi as wager in the 
game but also bursts out .saying that “even a scoundrel would not 
commit such a folly”.’" But he is pacified by his brother Arjuna. 
That shows his righteous indignation, emotion and also his restraint, 
and his respect for his elder brother. It is further evident when 
he says Draupadi that he could not kill Kkaka instantaneously 
because of the objection of his elder brother.'*® 

When Dus'idsana attempts to strip Draupadj in his very pres¬ 
ence his anger runs amuck and in that highly excited state he 
makes a vow that he will break the thigh of king Duryodhana in 
a battle, and also will drink the warm blood of Dus'sdsana after 
breaking open his chest on the battlefield and that he will also kill 
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all the other Kauravas in battle. This is really a terrible vow.'*^'’ His 
ferocity and self-confidence are proved by this incident. 

His skill in scheming the murder of his enemies was well 
exhibited when he plans the murder of Kicaka and Upakicakas 
successfully. 

In the entire Kd\-ya only once do we see a streak of fatigue 
in Bhima, when he fights a prolonged battle for fifteen days with 
Jardsandha. 

The key role of Bhtma and his successful accomplishment 
in this Kdvya is clearly expressed by Agastya by using the word 
to denote Bhzma. Bhisma while giving his parting advice 
to Yudhistira, compares Bhima to the driver of a ship, who is 
well aware of the other shore of the sea to which he has to steer 
forward.*^^ 

Absence of amorous exploits is a characteristic feature of 
Bhima in this Kdvya. This is clearly manifest when he does not 
reciprocate the lustful advances of Hidimbi. But only on the 
initiative from her side, and only on the advice of his brother, he 
spends a few days with her in love-making in pleasant and cosy 
privacies caused by her magic powers. 

According to 5dstrds the elder brother should marrry fust 
and the younger one afterwards. If in any case the order changes, 
the younger who marries earlier will he called a ‘parivetta’ (hR^IaI). 

According to the injunctions of 5astrds it is a dosa. Bhima in 
BALABHARATA fears such a thing if he is to marry Hidimln 
while his brother remains a bachelor.*’ This shows Bhima’s sense 
of right and respect towards elders and the tradition. 


1T2T w TTPfrftr 




- (7 - 87) 



72 


ACiAS'f'YAPANnn'A’s BAI.A BHIrATA 

By himself Bhima never does any harm to anyone else. But 
whenever an opportunity came to him to retaliate or take revenge 
for the insult done to him or to his kith and kin he never hesitated. 
This is evident when he laughs at Suyodhana on the occasion of 
Ghosayotra.'''^ and in the end, after the war is over when the 
old couple namely Dhrtarastra and Gandhari come to live with 
Dharmaja. Here Bhima insults them at every opportunity by his 
sarcastic remarks.'^'^ 

At the time of the final journey of the Pandavas to Heaven 
Bhima falls down suddenly after his wife and his younger brothers 
have fallen. While falling so, he implores his elder brother to 
explain the reason for such a fall. Yudhistira tells him that it 
is because of his gluttony he has fallen down. His superhuman 
strength, his heroism, his adventurous exploits in killing demons 
and defeating wicked people are all revealed to be transitory at the 
end. Such a realisation brings in a mood of dejection and the same 
will be conducive to the realisation of Santarasa of the Kdvya by 
the reader. 

ARJUNA THE VALOUROUS: 

Arjuna is the third in the order of his brothrs, but can be 
placed as the second in their relative importance in this Kdvya. 
In the words of Dr. Sukthankar Arjuna of the epic is “endowed 
with a beauty, a charm of dignity, chivalry and prudent heroism. 
He has got a flair for an adventurous spirit, munificience and 
righteousness, undaunted steadfastness in adherence to Dharma, 
and single minded devotion to archery and dedication at the feet 
of Lord 5rikrsna”.'^ ' In BALABHiRATA also Agastya highlights 
all such characterestics of Arjuna with an artistic touch of poetic 
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expression and suggestion and carves out an dlainbana in him for 
the depiction of Vz'ra and Raudrarasa in this Kdvya. 

While describing the birth of Arjuna Agastya uses the adjective 
'Vira’'^'^' and thus clearly indicates the basiccharacter of his Arjuna in 
this Kdvya. Agastya writes that on the birth of Arjuna all Gods and 
Apsaras came down to the forest expressing their overwhelming 
joy.-'*'’ 

Agastya’s very first description of the grown up Arjuna unveils 
his beauty and dignity. He says that Arjuna is just “like the 
main decorative, auspicious insignia on the face of the lady called 
earth.”.‘~ 

While describing the royal princes undergoing training in 
archery, Agastya devotes a complete verse to highlight the single 
minded concentration of Arjuna towards the science of Archery.'*'^ 

Arjuna enjoys the confidence of both his teacher and his eldest 
brother and also the jeolousy of his rivals at every turn in his 
life. During the exhibition of the martial arts by the royal princes 
Arjuna is the cynosure of the appreciating eyes, and an irritant to 
the jealous eyes of Duryodhana. 

The valourous Arjuna fights his first battle with Drupada 
and wins it. In narrating this incident Agastya artistically brings 
forth all the main characteristics of Arjuna and also suggests the 
relative importance of him in this Kdvya. Here Agastya brings in 
a metaphor, where in he identifies the Heroism of Arjuna with 
the very science of Archery. Actually Pranava{W'J|cl:Hs the first 
syllable of the Vedas. An identification of Arjuna’s fitst exploit 
with Pranava suggests establishing righteousness on the earth just 
as the Vedic lore plays its |)art in the performance of sacrifices 
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and preservation of Dharma. It further suggests that Arjuna’s first 
victory is an auspicious sign and it leads to a series of such victories 
in the cause of dharma. Thus the subordinative importance of 
Arjuna’s character is also indicated in this description.'^'* 

Arjuna’s skill in archeiT can be seen in the Draupadi Swayam- 
vara incident. Here first he hits the target Matsya, excelling all other 
suitors, later fights Karna and all the Kauravas also in a decisive 
battle and marries IDraupadi. Thus Draupadt is the prize he wins 
by his heroism. But such a hero has to undertake a long pilgrimage 
for simple violation of an agreement amongst his brothers. In his 
hurry to help a brahmin he goes into the interior of the palace and 
thus violates the privacy of his eldest brother with Draupadt. The 
nature of Arjuna’s pilgrimage is different from that of Dharmaja. 
It is not aimed at securing religious merit like Dharmaja’s and .so 
it does not bar him from indulging in various amorous exploits on 
the way. He marries Ulupi <ind Citrangadd and of course, with 
the help of Krsna marries Subhadra also. In all these incidents 
he exhibits sufficient restraint which Agastya shows clearly in his 
Kdvya. 

Arjuna is always ready to extend his helping hand to people 
in distress, and in the process he never fears any difficulty nor 
hesitates even to face his divine father, Indra, if necessary. This 
aspect of Arjuna’s character is clearly broughtout by Agastya in 
the de.scription of the burning of the Khdndava forest. I lere in 
this context Agastya makes a generalisation that virtuous people 
are always alert and ready to help people in need.-'"’'* 

In the Kaurava court, during the game of dice, when Bhima 
rai.ses an objection regarding the propriety of Yudhi.stjra in making 
Diaupadi also a wager, Arjuna defends Dharmaja and rcc|uests 
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Bhima to be a silent spectator.®' This shows his confidence and 
respect in his eldest brother’s righteousness. But after the gruesome 
spectacle of the attempts at stripping Draupadi, his emotion bursts 
out and he declares that he will kill Kanja and his son also, for the 
mischief Karna has played in insulting Draupadi®^ In the great 
epic Arjuna takes such a vow at the suggestion of Bhima. But 
here Arjuna himself announces the same. Thus Agastya elevates 
the spirit of heroism in Arjuna here. 

In the Kiratarjunzya episode, the firm determination, spirit 
of devotion and severe austerity of Arjuna are clearly shown by 
Agastya.®® By his penance and perseverence Arjuna acquires special 
weapons from Gods Siva and Indra. But he does not keep them to 
use them exclusively in the fight against Kauravas. At the request 
of Gods he utilises them also in killing the invulnerable demons 
such as Kalakeyas and Nivatakavacas. 

During his stay in the Heaven his steadfastness is put to test. 
•Orvasz the divine consort of Indra makes amorous advances towards 
him. Paying due respects to her he firmly refuses to yield to her.®'* 

In this context Agastya uses an adjective ‘vast’ to denote 
Arjuna’s control over his senses. The same quality of Arjuna is 
again expresssed by Agastya, when he says that Arjuna refuses to 
marry the daughter of Virata. Arjuna accepts his disciple Uttara 
as his daughter- in-law. Here also Agastya uses the same adjective 
‘vaiz’ to denote Arjuna.®® 
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In the great epic the son of Virata recognises Brhannald as 
Arjuna on hearing narration of the various names of Arjiina and 
the stories of their origin. But Agastya brings in a change here. 
In this Kdvya Uttarakumdra recogni.ses Brhannald as Arjuna on 
observing his shoulders both hardened by the constant use of bow 
and arrows. This change is effected by Aga.stya just to highlight 
the skill of Arjuna in the science of Archery. The same quality in 
archery is described many a time in this Kdvya.'’"^* 

On the battlefield just before the commencement of the war 
Arjuna suddenly develops a sort of cowardice and he relinquishes 
his bow and arrows and refuses to fight and kill his own kith and 
kin. He advances many arguments to shield his inaction. Then 
Srikrsna through his divine message arouses manliness and a sense 
of duty in him. Here Agastya says that Arjuna is purified by the flow 
of the divine knowledge emanating from S'rtkrsna.'^" Hitherto his 
valour has been the source of egotism in him. And after receiving 
the message of Gita. Arjuna is just an instrument in the hands 
of Lord 5rikrsna. This idea is clearly suggested by Agastya when 
he describes the part played by 5rikrsna in planning the killing of 
Saindhava. 

The valour, the tact, and the righteous indignation of Arjuna 
are presented well in the Saindhava episode. Arjuna has to protect 
his eldest brother from his own teacher Drondedrya, and in the 
process he lo.ses his only son Abhimanyu. He comes to know that 
Saindhava is reponsible for the death of his son. The affectionate 
heart of Arjuna can not contain the grief. Full of fiery revenge he 
takes an oath that he will kill Saindhava before the sunset. And 
he performs almost a miracle - the killing of Saindhava - ofcourse. 
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with the divine help of Srtkjsna. 

According to the epic in the final battle of Arjuna with Karna, 
the latter’s chariot gets stuck-up in the ground. When Arjuna is 
about to attack him Karna appeals to Arjuna to adhere to Dharma. 
Then Srzkrsna gives a suitable reply to Karna and directs Arjuna to 
kill him. Intricacies of Dharma may justify Arjuna’s behaviour here. 
But generally it is considered by many as a blot on the otherwise 
praise- worthy heroism of Arjuna. In this Kavya Agastya clears 
Arjuna from such an embarassing charge. He says that Arjuna kills 
Kartra in a fair and straight fight. Thus the character of Arjuna is 
elevated by Agastya here. 

When Dharmaja orders Arjuna to escort the ladies of S’rikrsna 
to the city of Hastina, the heroic egotism of Arjuna receives a severe 
set-back, flitherto Arjuna has never experienced any defeat. But 
now he can not even protect the ladies from the, foresters. It is a 
lesson for him. Agastya clearly depicts the feelings of Arjuna in 
that context. 

In the Mahdprastana Arjuna falls down after Nakula. On the 
enquiries of Bhzma to know the reasons for that, Dharmaja says 
that Arjuna has fallen down becau.se of his egotism and slight for 
other kings and Heroes of the world. This observation of Dharmaja 
provides an insight into the real e.ssence of the heroic personality 
of Arjuna. 

Agastya takes sufficient care to see that every activity of Arjuna 
described in this Kavya subserves the cause of Dharma. 

VILLIAN DURYOOHANA THE JEALOUS: 

Duryodhana is the MlcHiqeh: or the antoganist to the hero Dhar¬ 
maja. As Sukthankar puts it “we find in Duryodhana determination 
combined with envy, hate, cruelty, and unscrupuiousne.ss”.'^’^ Jeal¬ 
ousy, maliciousnc.ss and duplicity are the elements of his character. 
These characteristic traits of Duryodhana of the epic are clearly 
manife.sted in BALABHARATA also. In carving out the charac¬ 
ter of Duryodhana Agastya exhibits a special care. It is to be noted 
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that nowhere in this Kdvya, the word Dui^odhana is used to de¬ 
note the eldest son of king Dhrtarastra. The word Suyodhana is 
used many a time and in the commentary MANOHARA on this 
Kdvya the word Suyodhana is explained as follows:- 

(i.e.) one who fights with ease. It suggests that he picks 
up fight easily and easily employs people to fight for him. This 
explanation of the commentary provides a clear understanding of 
the real nature of Duryodhana in this Kavya. 

Agastya says that jealousy is at the base of Duryodhana’s 
birth. Having heard the news that Kunti has given birth to a son, 
Gdndhdri becomes impatient and hits against her own pregnant 
womb. While describing this, Agastya uses an adjective '31WT’ to 
denote Gdndhdrz’smood."'^ Out of such an impatience and jealousy 
she aborts daringly and Vedavyasa helps the fallen foetus give rise 
to a hundred sons, of whom the eldest son is called Duryodhana. 
Thus the seed of jealousy in him gradually grows, and is seen in 
almost every decision of his. Daringness of Gdndhari permeated 
her son and thus Duryodhana becomes a dare-devil. 

While de,scribing the birth of Duryodhana, Agastya uses the 
following adjective°° (^FltTTnJfiTFn::) (i.e.) first among the people 
who feel self-pride to be their wealth. This characteristic feautre 
is throughout maintained in describing the various activities of 
Duryodhana. This is the first adjective which refers to his character. 

is the other adjective used by Agastya in describing the 
birth of Duryodhana. It suggests that he is flawless in his birth. 
His self-pride about the purity of his birth and his idea that the 
birth of the Pdnejavds is illicit, encourages him to nourKsh illwill 
towards them and develops superiority complex and pride in him. 

Such a man with self-pride, jealousy and superiority complex 
will be a problem to the people around. And when he is the son of 
a king^society itself is bound to suffer much. 7'his idea is suggested 
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^gastya when he says that bad omens, like the bowlings of 
als and showers of blood are noticed at the time of the birth 
)uryddhana®^ 

Many a time Agastya brings in the simile of a serpent to 
trate Diiryodhana and the other Kauravas/’’^ 

According to the story of this kavya the first act of Duryodhana 
s attempt at killing Bhima. He tries to kill Bhima by binding him 
L twigs while the latter is asleep. He then throws Bhima into deep 
r waters filled with spears and venomous serpents underneath. 
Bhima survives the attempt and kills all the serpents as so 
ly bugs. This escape of Bhima develops Duryodhana’s envy 
hatred for Bhima further. Here Agastya says that Duryodhana 
self tries to poision the food of Bhima.*’"' The failure to kill 
ma that way too turns his envy into malice and worry ('^O- 
Generally anger results when someoneelse does any harm or 
ry to oneself. But jealousy arises out of ones own evil mind. It 
lires no provocation and by itself develops into all other sinful 
. The whole character of Duryodhana blinded by his ego and 
ition for the kingdom presents an evil play of jealousy. 
Duryodhana is worried much over the achievement of Bhima. 
if to add injury to insult, Arjuna emerges as an unrivalled 
ler. JealoUvSy in Duryodhana can not bear that. When he sees a 
nite rival to Arjuna in Karna, he seizes the earliest opportunity 
lake friendship with him by enthroning him to the kingdom 
inga. All these inner workings of Duiyodhana’s mind are sug- 
ed by Agastya when he uses the word referring to him. 

hat early age of his, the adjective used for him. denotes 

leming, envious personality in Duryodhana. Here Agastya says 
“Karna is happy by getting the kingdom and Duryodhana is 
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happy in securing his friendship. And thereafter both do not care 
for the Pandavas”.^"'* This suggests that the friendship between 
Karna and Diiryodhana which is praised as an ideal one, is not so 
in essence and really they have got their own axes to grind and 
they have made friendhsip with each other. 

On the occasion of the Svayamvara of Draupadi, after all the 
suitors are assembled Dhrstadyumna introduces them all one by 
one to his sister I)raui)adi. In this process he first introduces 
Duryodhana as a king possessing wealth and pride and on seeing 
whom Kubera the god of wealth has withdrawn himself to a remote 
corner in the northern quarter.^*"' Here also Agastya brings in the 
simile of a snake and says that Duryodhana is like 5esa and his 
brothers are like other ndgas that serve him.^'^’ 

Arjuna hits the target in the svayamvara and gets the hand of 
Draupadi. Duryodhana can not bear this. He comes back again 
to Pdncdlanagara along with Karna and 5akuni to fight with the 
Pdndavas. Here Agastya compares the Kaurava army to a snake. 
Duryodhana is said to be its venom and both Karna, and 5akuni 
are said to be its poisionous fangs.^'” 

On the completion of the Rajasuya sacrifice by Dharmaja 
Duryodhana returns to his palace. Idis jealousy at the sight of 
the prosperity of his cousins turns into anger and here Agastya 
compares Duryodhana again to a serpent, hie says that Duryodhana 
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is like dangerous cobra which consuniies itself with i ts oyn yenom.® 
Here Duryodhana expresses his jealous anger towards the 

affluence and-progressattained .-by.-Ph^iuaja®® He says that, he 
can;inpt. contain, the insult, dope tp; him,,by; paaPp^dj.FhO 
laughed, at .his-unexpected fall Jn .the njagical , assembly hall built 
by Maya.™ .This -incident rholds.-a mirror to the. character and .the. 
inner workings of Pujyodhana’s mir'd..; ,r; ■ ' . ' y r . 

The envy of .Duiypdhana fanrvediby the..wi<^echiesa ofS.akuhi. 
and..Karna, enkindles the.fire, of revenge.and reiultsin.the game of 
dice. And,here in this incident all the sins of Kauravas. accumulate 
and lead .them to enaot a heineous crime like,,stripping a.lady in 
the: royal assembly. Agastyayery ably portrays the incident in .this 
K««ya. He exposes.all. the eyil of Kaurayas. ,'PuiyQdhana .openly 
fears thatfhe PoijdavaSrivill-annihilateThem being insulted thus,in 
the assembly.^ Inspite of that dear .understanding- he perpetuates . 
his'.crimes against his. cousins. Such is-his insolence, -. - i . , -■ 

.When Dhrtarosha gives back the kingdom and other properties 
to the Pfindavas,.,Duryodhana.persuades his father, to.,allow him. 
to, conduct a game .of dice again with- a view-to sending away .the 

Pandavas-forever to-the;.forest.''’^, . .. . 

Even after the exile of the Papdavas to the forest. .Duiypdhana’s. 
hatred towards- them does not subside. :He plans, to go on a'; 
Ghosayatra .simply to, insult them by exhibiting, his pomp and .- 
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prosperity in the presence of all ladies.'’’® But God wills it otherwise 
and he is defeated by the Gandharva king Citraratha and taken 
a captive in the very presence of his own ladies. Immediately his 
ladies approach Dharmaja seeking his help to rescue Duryodhana. 
Dharmaja readily extends his help and through his brothers he gets 
Duryodhana released. After setting him free Dharmaja advises 
him not to indulge in such acts thereafter. Duryodhana feels hurt. 
Later he expresses his grief before his uncle. Duryodhana says that 
“after that insult, death is better than life for him” and announces 
his decision to commit suicide by resorting to proyopaveia.’’’^ Self 
pride is his wealth. So, he “can not contain the life that is preserved 
by the mercy of his enemies”. In this context, while consoling 
him Duisasana compares his brother to Ravana.’’’® In the world 
Ravana is famous for his notoriety. That his own brother should 
compare Duryodhana to Rdvana suggests the unscrupulousness of 
Duryodhana. . On hearing the emotional outbursts of Suyodliana 
Sakuni openly chides him for his Jealousy towards the Pdndavas 
and later uses sarcasm to dissuade him from attempting suicide.’’^® 

The krtya episode where in Duryodhana is taken to the 
Pdtalaloka clearly exposes the background of the life of Duryodhana. 
His present character and the fateful future are also suggested here. 
Thus demoniac forces take hold of his personality and quicken the 
destruction of the kings of the world with all their supporters. 

The Pandavas spend the thirteenth year of exile in the Virata 
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kingdom. Duryodhana is always anxious to expose them during 
that one year. When he hears that, on account of a lady and 
her five husbands, kicaka the powerful, is killed, he identifies 
that particular lady as Draupadi, and concludes that Bhima is the 
man that has killed Kkaka. Here Agastya says that Duryodhana 
is a great intellect.'^’’’ In the same context of the great epic, much 
discussion takes place amongst Kauravas and other elders about the 
possibility of the survival of the pdndavas. But here Agastya avoids 
all such discussions and says that Duryodhana is able to guess the 
presence of the Pdndavas in the Virata’s court. His intelligence is 
evident further in planning the seizure of the cows (■’frUFtiT) from 
both south and north quarters of Virdta kingdom. His evil mind is 
exposed when he says that he can send the Pdndavas back to forest, 
because Arjuna’s identity is known even before the completion of 
the thirteenth year of exile.”® 

Later on, having come to know about the preparations of 
the Pdndavas for a big battle, Duryodhana also starts to make his 
arrangements. On both the sides ambassadors are sent to rally the 
kings and their armies on their respective sides. Accordingly both 
Duryodhana and Arjuna go to seek help from Sr^hrsna. By the 
time Duryodhana goes to Dwdraka, Srlkrsna is sleeping. Prijle in 
Duryodhana makes him to take a seat on the head side of the 
cot on which Krsna is sleeping. And in the end when he gets 
the promise from Krsna that the latter’s armies are going to fight 
on his side Duryodhana feels happy over that, exposing his own 
ignorance about men and matters of his times.'^® 

When Srikrsna arrives at the court of Dhrtardstra on a mission 
of peace and treaty, king Dhrtardstra advises his son Duryd dhana 
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to' take’ ^he' meclTcine tike 'posifive instruction' of Lord ^rikrsria 
for '"(^Xriger like ‘fever)' with wfiiOh he')s'' 'suffering. 

Buf.pupipcihana-p^s. np .heed to that, instead he; tries to harni 
S.rikisna.., In. this context Duryodhana says that he does not fear 
thp. w^r atid, he will fjojoy the .worldly pleasures i-n case he wins, on 
the.cpptrtiry. h^ y/ill enjoy the heavenly pleasures, if he ipkilled in 
the;War.®°,In, this .context Agastya brings in a figurktive expression " 
whejrein pu^odhana is cQmppred to Sin (■^), Karna is cdrnpared 
to AngepCQuis'asana is .compared to Arrogance (,p^: ), 
and';§akuni'is compared to Conceit (’ ■’Shtr?: This.sums up the 

character estimation ofthe .four,evil persons of thestory.;,. • 

• ’ ■' Pride andlfoolishness.ofDuryodhana are evident .once, again 
when ffe'irefuses to conclude-a.treaty, even aftet the total destruc¬ 
tion of his brothers, his armies and all. his.-friends,- :Bufc-feat;for .- 
life drives him "to hide-himself, in a.waterpool.'‘On,the sarcastic 
invitation of Bhima to fight,':Dury6dhana Comes, out of.-the pondi 
Here Agastyn compares jhi-m.to serpent .Kahya coming out of,the.; 
pondA^ -Later in -the same context Agastya draws a contrast be¬ 
tween'Bhima and Duryodhana.-'He says: that, Bhima .excels .by his 
sWerigth and'Dutyodhana excels Bhima in exhibiting special'skills 
of “mace 'fighting.*^L^ Here .also sAgftstya. uses a - similercornparing- 
Buryadhana'to'a'Snake. ■ - ■ ■ ; ■ ■ ; - jo.- 

-hi After the final ^battle’with; Bhimaj Duiwadhana .falls 'dowri; 
oh'-thei-earth afid.-dfes. Then Agasfya in: the; words, of his mother.. 
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Gandhari herseljf describes .the. misera,b.le.,plight a.nd finally says 

■ that .puryjodhana. crawling pn the partli seems, to be affectionately 
em.bracing the,Jgdy Earth due to his fascination, for kingdom.®'* 

. This greed fqr .the kifigdom has ledDuryodhana’s life irito misery 
and death... 

..lOVR^A,THE.GENEROU§;,, ‘ 

■ , • “In Karna we .find pritle, arrogance and ipalignity, .with a 
strange streak of generosity”. “The .charaptef o.tiyiahqrathi karna 
has never been, properly .understood,-,has in fact b^en consistently 

•; rnisunderstpod” - .‘Karpa was generous to a fault”., “He, had no 
...true generosity of heart”. These, are.some of the pbservatipns of 
•rDr;,.3ykt,hangar.®®, Every,.critic, \yill ,haye his .oyyn, unde,r§tanding 
.. of the,different aspects of the charactefi.of fCanja qf the gteat 
..epic. Agastyapapdita too has his own estimate. .He is ,311.prai.se for 
the generosity, of Karna but draws a contrast between Karna .and 
. Yudhistiraj by placing the narration .pf their,respective virtues side 
. by side.. The expression of syrnpathy fpr.^arpa peeps, .through the 
, descriptions of the acts of Karria presented by Agastyapaiipita in 
this Kavya. 

. The very, first verse, in which Agastya; describes, the. birth, of 
Karna, presents his assessment of Karna. He. says that “KuntI 
by.the grace of Sun pod .gives .brit.h tp p,sQn,who can .fulfill the 
requests of the. king.of.Qqds”.®®. py this,e?tpre,s§ipn it is clear ..that 
Agastya pays respect to the spirit ,of generosity jn Karjna,, ^ , 

Dr. Sukthankar points out the crucial point in,tfie birth,,and 
: life of Karpa as folloys:^ “The rnpst significant factor, of his life 
histpry (of fCprsia) which is generally ignored, .pr.glossed.pyer by 
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modern writers but which has far reaching consequences, is that he 
is born out of wedlock and therefore is a cast away at his birth”. 
But here it can be said, that Agastya does not ignore, or does not 
glossover this aspect, while describing the birth of Karna. Agastya 
is a poet and at the same time a critic of high standard. Hence 
he uses a special simile in this context. He compares Kunti to the 
sea-shore and Karna to the gem called Cintamani and says that as 
the sea shore gives rise to a Cintamani, so also Kunti gives rise to 
a son. In the view of Agastya, Karna is a Cintamani - a precious 
gem of a man - and also a thought - gem (i.e.) a gem of a man 
to be pondered over. Thus it is clear that the very birth and life 
of Karna is a subject for a deep thought. And it is also evident 
that after such deep thought and analysis Karna shines like a gem 
ofcourse, with its glitter and hardness. According to tradition the 
tide generally never crosses the sea-shore, but if it crosses, it causes 
much damage to the sorroundings. Here Kunti is a virgin. She 
is not expected to cross the social barriers and customs. But out 
of childish curiosity to test the efficacy of the mantra given by the 
sage she invites Sun God and through him begets a son. Thus by 
using the above simile Agastya suggests the real crux that lies in 
the birth of Kariia. 

Agastya’s discerning eyes fail not to see the latent evil mind 
and wickedness of Karna. So, he compares Karna too to a serirent. 
He says that Kunti, puts serpent-like child Karna in a casket and 
sets him afloat 

Karna is an unwanted child and hence he is unfortunate. Such 
an unwanted and unfortunate child tries always to take revenge on 
the society which has rejected him for no fault of his own. This 
natural tendency and its effect on the character of Karna is well 
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brought out by Agastya by comparing Karna to a serpent. 

On the day of the exhibition of skills in archery by the royal 
princes Karna suddenly appears on the scene. He has learnt the 
skill in archer}' under Paraiurama and here Agastya says that Karna 
“who has seen the end of the science of archery.” enters like a 
lion.”^^ This description befits the heroism and skill of Karna in 
archery. 

It is an occasion for exhibition of skills and Karna too exhibits 
his skill in archery uninterrupted, and here Agastya says that he 
excelis Arjuna by performing all the skills exhibited by Arjuna in a 
higher degree.^^ It is not an occasion for fighting, but envy in him 
towards Arjuna provokes him to challenge the latter to a duel. This 
is quite unwarranted. Wittingly or unwittingly he nourishes ene- 
mity towards Arjuna, and Duryodhana, who entertains intentional 
hatred and enemity towards the Pandavas, finds Karna a match 
and a superior rival to Arjuna. So when the preceptors raise some 
technical objections simply in order to prevent Karna's duel with 
Arjuna, Duryodhana immediately offers the kingdom of Anga to 
Karna. Thus Karna receives the benefit on account of his enemity 
towards Arjuna, and nourishes the same ill will till the end, of- 
course, to his utter ruin. In the same context the Epic says that 
Karna equals Arjuna but here Agastya says that he excels Arjuna. 
This suggests the superior heroism of Karna. 

According to the epic during the course of Svayamvara, Drau- 
padi announces that she will not marry a ‘Suta' - a charioteer 
- and thus starts the ill will in Karna towards her. But in this 
Kavya, Karna goes to the bow and tries to hit at the target ‘Mat- 
sya' but fails. He misses the target only by a hair's breadth. Flis 
excellence at the time of the exhibition of the martial arts of the 
royal princes is nullified here. This alteration effected by Agastya 
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, make^ ^^^fna nurse uriproYoked ill will towards Draupade. Unfor¬ 
tunate and jealous people heed ho provocation to'tiate people. 

In'the Kuru assembly/after the defeat of , the Pandavas in the 
'game of (dice, D'uryodhana orders'his brother Puisasaha to drag 
Draupadi to .the c6urt-hail. Iii that context Karna cprnes but in 
his true colours. In so many words, he heckles Draupadi and even 
asks her to clean the house and also suggests to her that she shohld 
marry any one of the hundred Kabravas so that king Dru'pada can 
boast of the alliance with such ,kings®^ arid further, calls'hef hanites 
and says that .she is a ‘&lata’ This shows the evil depths to’ which 
Kama ph descend simply to'please his friend Durypdhana. ' 
'No doiibt Karna'is\an expert in the science'of archery. And 
according to the epic Karna’s sk'ili in 'archery will be of iio'use to him 
in'firiies of fqal crisis because of the'curse of Paiaiufqma. Agastya 
does hot mention anything about that curse, but highlights all sLich 
occasions, wherein Karina is defeated by Arjuria. And filially he'is 
also killed by Arjiiha. Thus Agastya conveys'about the futility'of 
Karna’s heroisrri. ' ' ■ ■ ■. ■ . : ... 


In the Ghosayatrq, episode Duryodhana is. insulted and .taken 
, a prisoner., Even the heroic Karna runs away ,in fear. Afterwards 
Suyodhana tries to cpmrnit suicide and Karna tries to console him 
by using specious arguments. .He says that the defeated Pandavas 
, are the servants of Duryodhana and , it is the, natural duty for ,the 
servants ,to help.their master when need arises and ,hence there is 
,np reason fpr pury,o,dhanafpfeel sprry when the Pandavas - his 
, seryapts - pave helped him, and gpt his release from the capativity.®'^ 
Karna’s meamress,is expose,d here., , , 
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■ Karria is anxiously looking forward- to the wau- He is foolishly 
confident that he can kill. Arjuna on the battlefront God Jndra 
knows the effect of Karna*s divine body-armour and ear-rings. So 
he tfies to take them' away from Karna. The Sun God.warns his son 
aboiiPthe evil-intentions of Indra, but to noavail.. Thi&is a thrillitig 
incident bringing out'the heroism of Karna.- in this, connection, 
■Agastya-uses 'the' followiiig adjectives to denote Karpa; 

•' The use of such words utself shows the 

, ifayour Karna enjoys with Agastya.' Here Karna says “thaf 1t will be 
a pleasure for hirh to Took at the faces of the'people; thaf blossom 
, put aftet receiving presents from hiifi”®'* Arid‘hhkt reputation that 
Karna will give away even'life to.people who 'ask for if-'will be'ldst 
if he refuses to corriply with the request'ofInd'r'a.^^' hfe Tufthef 'Says 
that ‘he is prepared to parfwith His armoiir and 'rings td get'ever 
lasting fame as a generous mani”^®' Such an assertion by'Karna 
reveals his generosity, and actually when Indra'approaches hifh with 
. such 'a request, Karna; followirig'the advicehf his father Sun God, 
asks arid gets the ^akfi frOm Iridra arid then gives aw'dy his armour 
and'firigs.. Here Agastya'says'that no sign "df pafri,'neithet the 
' shri'nking of'the eyebrows, nor trernbTirigiri the hands is seen while 
Karna is cutting but his natural 'b'ody-arrridur 'and ear' ringS.”'^ arid 
Tndra too is siirpirsed at such'a'sight.®'^ Thus'Agastya btirigf out the 
greatness of the generosity of Kama, and pu ts th'e'sarhe, side by side 
with the Yaksapraspa episode, where iri the generosity of Tiharrnaja 
is manifest. Any how in Agasfya’s estimate Karna OdCUpies a place of 
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Honour next only to Jimutavahana, Dadhici and king Sibi “ The 
failure of Srikrsna to achieve a treaty between the rival cousins, 
makes the disastrous war inevitable. While returning home Krsna 
meets Kama in the great epic and this meeting is narrated at 
length in it. Then Karna expresses many good sentiments towards 
Dharmaja, but persists in his stand to support Duryodhana. This 
incident is dropped by Agastya in his Kavya. KunU also approaches 
Karna to win him over to the Pandava’s side. But her attempts are 
of no avail. Kama’s magnanimity comes out here and he promises 
KuntI that he will not kill any of the Pandavas except Arjuna.^°° 
Generally a mother like Kuntj would get only insults or atleast a 
severe rebuff for what she had done to the abandoned son. But 
Karna the generous, instead of insulting her, respectfully rejects 
her request but obliges her to some extant. This incident shows 
that all the enemity Karna nourishes in his bosom is only against 
Arjuna and nobody else. 

Karna is the main hope and prop for Duryodhana to fulfill his 
ambition. More than once Karna expresses this idea. But inspite of 
knowing it fully well Karna lets down Duryodhana by announcing 
his non- participation in the war as long as Bhisma is alive. This 
is a blot on Karna’s much praised friendship for Duryodhana. 

In that disastrous battle at Kuruksetra, Bhisma fights for ten 
days and Drona for five days. Here Agastya says that “the destruc¬ 
tion they have caused on the battlefield is made insignificant by 
the performance of Karna in a signle day”^°^ fnspite of such val¬ 
our, and skill in archeiy, and inspite of his praiseworthy generosity, 
Karna is a failure throughout. He is unfortunate in every aspect of 
his life. His envy, arrogance, and malignity overshadow his main 
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virtue namely the generosity. 

In the final battle with Arjuna, Karna exhibits excellent valour 
and skill. In this context according to the epic the chariot of Karna 
gets stuck up in the ground and while he is trying to lift it up Arjuna 
kills him on the advice of Srikrsna, inspite of Karna’s repeated 
requests to adhere to the rules of war. But this incident is dropped 
by Agastya and he introduces a stright fight wherein Arjuna kills 
Karna. By doing so Agastya is also able to elevate the characters 
of both Karna and Arjuna. 

If the reference-of Karna to the rules of war, archery and fair 
play is to be mentioned here, automatically Karna’s unscrupulous¬ 
ness in killing young Abhimanyu against all cannos of justice also 
has to be exposed. And then Karna will be considered a devil quot¬ 
ing the scriptures. Hence by omitting this information Agastya is 
able to save Karna from going down further in the estimate of the 
people. 

Thus Agastyapandita exposes both the virtues and villiany 
in the character of Karna in BALABHARATA, as if to suggest 
the reader that no single virtue can nullify the bad effects of an 
otherwise evil character of an individual. 

Really the character of Karna is by itself typical amongst the 
different characters of the great epic and Agastya conveyed the 
same caricature of Karna’s character in his work also. 

DRAUPAD7 THE DISASTROUS: 

In a Kavya, wherein 5dnta is the main sentiment, the mode of 
the character delineation of a beautiful heroine is a difficult task. 
In both the epic and BALABHARATA, Draupadz is the heroine. 
Though she can be called the personification of beauty, her trials 
and tribulations in life are prominently presented in this Kavya 
instead of her glamour, love and dalliance. On many occasions her 
own beauty is responsible for her troubles. 

After his defeat at the hands of Arjuna, king Drupada performs 
a Homa with a desire to beget a daughter who can win the heart 
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of Arjuna.^°'^ Then from out of that burning sacrificial.£ire»iTises 
the beaCitiful'Draupadtyjike the divine LaksmJ coining out; of the 
clus'tef of red' IdtuseSj^®? At, the same moment a. divine voice 
' declares her name as Krsna and further itforbodes catastrophe to 
th&'Ksatnya race; consequent on her birth. ^ Thus-Agastjia, conveys 
‘hbre'That •the-new-both girl-is going to-cause 'the annihilation, of 
•■’the haughty kings of the land.i^°'*- Wte'n Dnipadatwantsfa-gifl that 
•' cah'be-a lover andh wifeOf-Arjurta,'the.Divme dispensation fulfills 
his desire but in doing so, Divinity accomplishes;its own usish also 
" (i.e) annihilation of the evihforces from :the_earth., -Agastya thus 
■' ihtrbdUces-the characief of Draupad? in -this’Kavya foe the hist 
'■'time:- '-'i ■' >a;> !' I” -If; 

■' Eatter 'bn, -frit the' description of her- wayanivara episode noth- 
’ ing is said abbut Draupadi> in this.Kavya; iAnd, even.during the 
■ descrijpfioh of her ^m'arriage affairs. Agastya keeps Dtaupadiia.silent 
spectator to all the incidents that are going around, though.’they 
tdke her as the base.' During themairiage functigiH;and iuthe course 
' of the royal coronatibh and subs'equent.prdtessiorc also, except.her 
■ physicalibeauty and hefrlovedoaded. looks, hothingelse isdescribed 
by Agastya. But when th&propriety ofone lady marrying five men 
'is being discussed,:Agastya through the stories-of the Naldyanz and 
“ Iridrasehd (DraUpadl’S 'previous'births) gives out'.the nature-.and 
character of Dfaupadl; As'per the- storiesl-mentioned; above;-she 
was a woman of strong physical deSire; -Yet 'she restfained herself 
' • ' by her afrstere and devoii-t lifd while serving her -husband.. Then her 
' htisbarid ivlaudgalya realising her deep.'inner; ddsire,-tried to,satisfy 
' her by nianifesting himself infb'fiveipetsonsrJn this KaVya.Agastya 
'narrates, this" story of-previous births, of Draupadi arid concludes 
• vd-fh a''statemerit that DraupadIhas .theidame desirdsiContinued 
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eveiT'ift tKis' present Later o'n at the end-^df the-samei-oanto-: 

Agastya expresses a generalised statement that ladies ate at thebase. 
of ■atiy-t'ivalrytafndngsfjmeh;?-??. iPronoancing^such,an observation 
NSfadarthe' divirie -sage,advises:P6ndavas.to he'Catefdi an.-theit-. 
mafital* telatioirts-^ a^rbfothers/ ;A<:cordiifigly.-Pandayas> arrjvie^'at an- 
agrefewient and..“thus-theirdife-.with their wife: li^raupad? becQmes ,, 
quite ihappysafterwards. - FbudBraupadi leads .a‘happy;.family life ; 
thfoughduJt,'-3nd.-in;due coufse.'Shc giHes birthi to-five s.Qns....While - 
de'Sctibi-ng' thie birthi'df sons'tojDjraupadi! dses: a-sirntle;’ 

andi'edmphresvDraupadi ;t:o.;‘Prakrti’: ahd PondavasMo:-the;:five : 
PtfndatrtentaPElemimts;?®:^;” 

117418,' wheii'Ave'puthbgether-ithe ideas expEessed'hyjAga$tya. 
on Draupadt, we can understand the background of the character; 
deiirteatioft adopted by-Agastya.; ■According to 'it, she is4ike the 
Pri#idrdiah'iiiaturei(jPrakrti)','she is.beautihii'likeiGoddess Lakshmii; 
Draupad?'s-birth forbddes ^disaster' to dhe haughty kings of the 
wofldi-sThese fotirtaspects of.Draupadi’s natute-and-chafacter -are- 
quite Conducive-'tOiSidntarasa of. this Kayya. r.-.j.. -. .-i- ■ 

■■ ■=’-F6r the first-'tirrie in hiikavya Agastya makes'her speak.when i 
shd'wa8 aboiftto be'dragged into the-royaPcourL Hetfi she speaks 
modestly in a very low tone, that “she is not won by any gambler' 
and hehce'She i§ not-bohn-d ito-suffer slaverymnderany one.’lft** In 
tlne' same context-the-'epic!Contains.‘many details of her argu-me'nts 
in the royal Court;->But'Agastya drbps allisu<qhjdeta-ils.:lri the.isamQ' 
context Agastya compares her to a cloud that forbodes calamity to 
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the sons of King Dhrtarastra^°® and further draws a comparison 
between her and a venomous serpent.^^° 

It is in the description of the Kicaka episode alone, the true 
nature, beauty, intelligence and other qualities of Draupadt are 
well portrayed by Agastya. Here Agastya describes that Draupad* 
is like the presiding deity of beauty.“^ As she enters the palace, 
queen Sudhesna sees her beauty and fears that her husband will 
surely abondon her on looking at such a beauty of Draupadl”^ 
This fear and jealousy present in Sudhesna highlight the quality of 
the beauty of Draupadl It is quite natural that men are carried 
away in appreciating a lady’s beauty. But a lady’s appreciation of 
the beauty of another lady makes the sublimity of the beauty of 
the latter. 

These are the inner feelings of sudhesna on looking at 
Draupadl She does not express them. Intelligent people can 
read the mind of others on looking at their faces. Here Draupadr 
is shrew enough to know the inner workings of the mind of the 
queen. So she remarks that she is a ‘Malini’ and no body can dare 
to touch her who is like the serpent having five hoods.^^ On hear¬ 
ing this the queen’s fear is cleared and she takes Draupadt into 
her service. 

Kicaka tries to molest Draupadi but fails and insults her 
by kicking openly. Then while narrating her reactions Agastya 
describes her as a serpent.^ On so many other occasions also 
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Agastya compares Draupadi to a serpent. 

Draupadt’s skill in sarcasm is quite evident in her talk to Bhzma 
in the kitchen. In her speech she conveys her plight and also taunts 
at the indifference of her husbands. She skilftilly enrages Bhima to 
react and reminds him of his earlier exploits undertaken to protect 
her honour. 

In this Kavya only thrice she wants the fulfilment of her desires. 
Her first desire is to have the Sougandhika flower. Her second 
is to see Kicaka killed and the third is to see the removal of the 
crest-jewel of Asvatthama. All the three desires of her are fulfilled 
only by Bhinra in this Kavya and out of these three the first is 
normally quite feminine and the other two lead to the killings of 
insolent persons. 

Her innocent smile in the Mayasabha, is responsible for rousing 
ill-will in Duryodhana, her intentional laugh at the Ghosayatra 
episode aggravates enemity in Suyadhana. Her beauty is responsible 
for the death of Kicaka the villian and also for the death of 
Saindhava indirectly and finally her overfondness for sexual pleasure 
is responsible for her down fall on the way to heavens. 

Thus in this Kavya Draupadi works as catalyst in some occa¬ 
sions, as an ignition in some other incidents and finally hastens the 
disastrous war, causes the destruction of almost all the haughty 
kings on both sides. Thus the character of DraupadJ helps the 
readers of this Kavya in realising the true nature of the world and 
ultimate destruction of the evil. 


SRJKl^lSNA THE DIVINE: 

Agastya for the first time in this Kavya describes Srikrsna as 
the incarnation of God Visnu. Dhrstadyumna while introducing 
various suitors in the svayamvara to his sister says that “in the Yadu 
dynasty Lord Visnu has descended as 5rikrsna and has taken away 
the divine tree from the heavens making the Nandana garden and 
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the queen 5aci’s face lusfreless.”;''* .-.Thus ^rikrsna’s.-grea.tness 
suggested; hilt, the purpose of his, incarnation is.not revealed he 
Anyijmention.i'Fegarding.the.,aehieYement.Qf the:purppse of i 
incarnation,, at . this stage .will become an, anachronisrn and brin 
discredit to. the ;p.oet.: But .at, the end qf this.Kavya Agastya sa 
that God Visnu who has come down to the earth to relieve it 
Its evil burdens goes ^ original divine abode flying c 

Garuda while Gods'are 'shbweririg teweirylaiH on' him.’ thi 
Agasha cldarly depicfs''i§?ikrknti i^n' this Kd^a as dh Ihcafnation ( 
Divinity., “ " ' ■ ‘ - 


, .Then it wil!,he.supertluous t9 searchand'estVqiat^^^ Wtuo'i 

quahties.o/pivinity.in 5ri,krsna, and.it'w^ .be, improper tq.searc 
for locating humane weaknesses, traits and attachments, etc.?, i 
character of irikrsna. What are the divin 
qualifies knd 'HumahVirtues'-Agastya 'has ■ehosen'fb delMfcf ih hi 
5rjkrspa'and hotvtar he'is successful in delineating .9d'ritara.sa witl 

their help, is^td~bec6nsidere^^^ ‘ ..... 

.j.^Many suitors try anp fail to hit the_ target'at the Sv;?a'm'var; 
otDraupadj. And when Yddayas are about to .make an aitempi 
5rzkrsna dissuades them and points out to 'his b'rohiAr, th?presence 
ofPsndavas.in-thaC very>assembly.' This .is,the first action ol 
5rikr3na in sdpport of Pandavas in. this-Kavya. .. ; .. 

,f,*^^^‘^i°",fo^aVds Arjuna;-his pari ih the-successful hiah- 
Y .^^^’^i^rriage of Subhadra with' Arjiina, his’ ihftiiifive 'in' 
prompting Maya'fo construct th^ divine assembly'hall foi'D'hatmkja' 
his concern in equiping Arjuna with a divine chariot and quiVdrS 
of perennial arrows are some of the acts that illustrate 5rikrsna’s 
character as a source of help to the rightepus and devoted people. 

^ ,1 (5,, y),, .■ . . ... 
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But these actions do not in any way specifically contribute to de¬ 
pict 5antarasa in this Kavya. Hence the details of all such actions 
are not analysed here. 

Nothing specially divine is heard about Srzkrsna in this Kdvya 
till he is invited by Dharmaja for seeking his advice regarding the 
performance of Rajasuya sacrifice. On hearing Dharmaja’s desire 
5r?krsna tells him that it will be impossible to perform Rajasuya as 
long as Jarasandha is alive.^^" Here Srzkrsna narrates the whole 
story of Jarasandha and discloses the secret that Bhzma alone can 
kill Jarasandha.Later he causes the death of Jarasandha at 
the hands of Bhima and helps in the successful completion of the 
Rajastiya. During the sacrifice he exhibits much restraint in putting 
up with many insults hurled at him by Sisupala and finally kills 
him.^^^ Later on in the same canto he helps Draupadz and saves 
her honour in the Kuru court by providing her ceaseless supply 
of saries.^’-^® Thus Krsna’s divine qualities are clearly illustrated. 
Here Agastya describes Krsna as the embodiment of the essence 
of Vedic lore.^’*^^ 

Again it is in the twelfth canto we come accross the character 
of 5rzkrsna. By the time both Duryodhana and Arjuna arrive at 
Dvaraka seeking Krsna’s help, he is found sleeping. In this context 
Agastya uses a simile comparing 5rzkrsna to Lord Visnu and his 
bed to the milky ocean.^*-^’^ Further Agastya describes Krsna here 
as the Charioteer of the three worlds, and also says that such a divine 
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personality is going to take up a mean job like driving the chariot 
of Arjuna simply because of his affection towards his devotees,*'^’* 

Later on while describing the occurrence of bad omens prior 
to 5rzkrsna’s departure on a peace mission to Hastindpura, Agastya 
suggests the purpose of the incarnation of 5rikrsna. Generally 
trembling of the Earth is considered a bad omen forboding catas¬ 
trophe. While describing such tremors of the Earth Agastya says 
that the Earth looks like dancing out of pleasure, being hopeful of 
getting an early relief by the efforts of Visnu from the burden of evil 
forces.'While describing the entry of Srikrsna in Hastinapura, 
Agastya uses a word gTR 3 ?^: to denote 5rikrsna. Thus the divine 

nature of the character of 5rzkrsna is clearly conveyed by Agastya 
at every step in this context. 

The intelligence and statesmanship of 5r”zkrsna as an ambas¬ 
sador representing I’dndavas is well illustrated in this Kavya. 

First Krsna tries to convince the blind king and exhorts about 
the advantages in arriving at peace. Then the blind king expresses 
his inability to convince his own son and requests Krsna to try. 
5rzkrsna attempts at convincing Durycklhana for a peaceful settle¬ 
ment. Along with a request for peace every verse in this context 
carries with it a threat and an elderly advice too in the interest of 
all others concerned. He asks Duryodhana” to prefer peace and 
to look for the overflow of the showers of joy from the eyes of the 
kings. He advises him, not to look for the tears of blood coming 
out from their eyes, being hurt by the arrows of Arjuna.” 

The manifestation of Vi^varizpa in the Kuru assembly clearly 
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illustrates the divine role played by Krsna in this Kdvya. Agastya 
describes here that in that universal form all Gods, Pdndavas, 
Yddavas and others are seen like lilliputs. The flames of burning 
Sun at the time of the total annihilation of the universe are seen in 
that form that engulfs all the worlds within.^'^'’ Here also Agastya 
uses the word to denote 5rikrsna’s divinity. 

In the thirteenth canto while describing the Gitopadeia inci¬ 
dent also Agastya reemphasises the divine character of 5rikrsna. 
The real nature of the universe and inevitable future of all men 
and the worlds and the duties of a devout man are described well 
here. 

The sixteenth canto also illustrates the divine quality of 
Srtkrsna in protecting his devotees. Arjuna in a mood of re¬ 
venge utters a terrible vow. Even Lord Krsna is perturbed to hear 
it, and much worried about the possibility of its fulfilment. Then 
Arjuna confidently says that by the mere devotion filled thought 
of the dust on the feet of Krsna, Gods defeat hordes of demons. 
And when such a Krsna is by his side to protect him, nothing is 
imposible for him to achieve.''^” This shows the confidence of 
the devotee and the immediate response of the divinity. Krjna 
announces his decision to protect the devotee Arjuna and asks his 
chariot driver to keep his chariot ready with all weapons by the 
next morning.The .same night Srikrsna takes Arjuna to mount 
Kaildsa to seek Siva’s blessing and finally 5rikrsna helps Arjuna in 
killing 5aindhava. 

After the war, while the bereaved ladies are weeping over their 
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dead beloved, queen Gdndhari curses 5'n‘krsna for his indifference 
in effecting a peaceful settlement between the waring cousins. 
5rikrsna receives it coolly. Here Agastya writes that Krsna has 
descended on earth only to relieve it of its burden. In the last 
canto while narrating the story of the curse on the Yadava race, 
Agastya says that, Krsna keeps silent, though he is capable of 
nullifying it.^^® Moreover Krsna feels the curse is timely. 

Thus the character of Sri Krsna in this Kdvya is clearly divine 
in every aspect, at the same time Srlkrsna as a human personality 
lived the life of a Yogin and showed the world how one should 
think and act. 

Just like the MAHABHARATA this Kavya also abounds in 
many varieties of human characters. But in view of the main 
sentiments chosen here the character delineation is done by the 
poet Agastya. Hence here Srikrsna the divine manages the whole 
show of human drama contained in the epic keeping here Dharmaja 
as the hero Arjuna and Bhlma as his (Dharmaja’s) supporters and 
Duryodhana as the villian abetted by Karna. In MAHABHARATA 
because of its voluminous content, for hundreds and hundreds 
of verses of narration the reader will not come accross even the 
name of the hero Dharmaja. But in this Kavya which lays much 
stress on the literary bliss, the hero should never be forgotten 
and the basic mood should always be kept up in the mind of 
the reader. Accordingly throughout this Kavya the flood lights are 
always focussed on the character of the hero Dharmaja. Yet the 
importance of other characters is not neglected. Thus the divinity of 
■Srikrsna and the piety of Dharmaja dominate this Kavya providing 
a base for the Sahrdaya to enjoy the bliss of iantarasa. Other 
characters of this Kavya such as Vedavyasa, Bhisma, Vidura with 
their pious life help such a realisation of 5dntara.sa. 


* * 
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BALABHARATA 

A STUDY IN SENTIMENTS 

In the Bi^LABH^RATA the principal sentiment is .?anta, 
d the Hero is Dharmaja. Here .Santarasa predominates and 
other rasas are subordinated to it so as to enhance its 
arm. Jnandavardhana expresses the same opinion regarding 
; relative prominence of the different rasas of the great epic 
AHABHARATA.^ In taking up the theme and handling the 
ne Agastya follows the path laid down by Anandavardhana, 
It “in a Kovya while one sentiment is adopted as the principal 
e, the others should serve as auxiliaries. In such cases also a 
gle rasa can not be delineated continuously, but there should 
rise and fall of emotions as far as possible. And in those cases 
ere several rasas are described, the probable antogonism if any, 
ongst them must be avoided skilfully and one of them should 
made subordinate to the other sentiment”.^ 
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SANTA THE MAIN SENTIMENT:- 

Thus Agastya makes the 5antarasa the primary sentiment of 
his Kavya and he sustains the interest of the reader by introducing 
intermittently different rasas in the different episodes of it.® And 
in such cantos of the Kavya where two. or more rasas are introduced 
he avoids the possible hindrance to the enjoyment of the main 
rasa Thus different rasas are described in their highest state of 
relishability in different incidents, but sufficient care is taken that 
other rasas remain less important in comparison with the main 
sentiment, because of the different ‘alambanas’ they take. 

The sentiment 5anta is entirely different from others. And 
Abhinavagupta is of the opinion that 5anta is the basis of all other 
rasas.^ He expresses that there are four main rasas and the other 
are subordinate. The principal rasas are those which lead us to 
the four- fold aspirations of human life and existence recognised 
by our Hindu tradition. Thus 5rhgara has Rati as its basic mental 
mood which leads to the attainment of Kama Purusartha and 
consequently to Dharma and Artha. The Virarasa is based upon 
Utsaha and leads to Dharma and Artha, Raudrarasa springs from 
Krodha and leads to Arthapurusartha and finally Santarasa is based 
upon Tattvajhana and leads to Moksa Purusartha. 

This Tattvajnana which results in freedom from all attache- 
ments ( ) comes after the actual realisation of the transitory 

nature of the world with its different mundane pursuits. But this 
realisation should proceed the attainment of the final goal of hu¬ 
man existence Moksa. Hence Agastya in his Kavya established 
the predominance of iantarasa after carefully conveying the transi 
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tory nature of all the pursuits of Artha and Kama, but cautiously 
maintains the continuity and unity of the predominant 5antarasa 
inspite of the quick succession of changing sentiments in different 
episodes of this Kovya.'’ 

DEVELOPMENT OF THE PLOT:- 

As in the case of a drama, so in the story of a Kdvya, the 
main action must necessarily have a beginning and an end, and 
they must be intervened by some hindrances, and efforts for their 
removal, and then only the interest in realising the ultimate success 
of the main action is relished. Tn view of this psychological factor, 
the plot ( in any Kavya is to be developed in different 

stages, and amongst them the seed, which is technically called a 
‘Bija’ is the first stage. It is the source of the main action ( ) 

which is minutely manifest at the beginning and develops at regular 
intervals and finally culminates into the success of the main action. 

In this Kdvya first two cantos provide the background and 
Agastya introduces this Bija in the third canto, where the decla¬ 
ration of Dharmaja as heir-apparent, and the consequent jealousy 
of the villian Duryodhana with its initial manifestation are both 
introduced. Here the adventures of Bhima, and valour of Arjuna 
are also introduced for the first time. 

The second stage is known as ‘Bindu’ technically. Tt helps the 
Bija to shoot-up. As Bharata calls it, it is the cause of resuming 
the main purpose of the plot. Constant reference to the main 
plot that digresses as the story proceeds, is the purpose of Bindu. 
So, throughout the Kdvya the quality of Bindu is discernible as 
and when the reader is reminded of the main theme. But the first 
introduction of it is done in this Kdvya by Agastya in the fifth canto 
while describing the marriage and the coronation of Dharmaja. 
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The third stage is called ‘Prakari’ ( ) technically. It is 

of the nature of an incident that stirrs the main action of the plot 
towards its fruition. The leader of this incident called Prakari will 
have no personal end to serve at all. His action is quite casual apd 
seemingly simple but stirrs up the main theme. Such Prakarts may 
.abound in a Kavya. 

Agastya introduces Prakari in this Kavya many a time. But the 
main incident that stirrs the main plot is introduced in the seventh 
canto, wherein the heroine of the Kavya, Draupadi is subjected 
to insult and open stripping at the hands of Duiiasana. Here 
Dusiasana commits this act without any personal motive, but he 
simply follows his brother’s orders. 

The fourth stage is termed as ‘Pataka’. It is of the nature of an 
episode. It is the portion of the plot, which deals with the activities 
of a person who acts in aid of the main cause or action. It may 
have its own stages of beginning, effort and fulfilment. The leader 
of the Pataka, technically speaking may or may not have a personal 
end to be served while rendering help to the cause of the Hero. 
Such episodes are many in this Kavya. All the episodes, describing 
the exploits of Arjuna and Bhima can be taken as Patakas in this 
Kavya. 

The fifth stage technically known as ‘Kaiya’ is of the nature 
of fruition of the main cause of action. After removing all the 
hindrances the hero with the confidence of near success of his 
purpose starts to initiate the final endeavour. And it may take 
much time but the success is sure and final. This idea is introduced 
in this Kavya in the Twelfth canto wherein it is described that 
Dharmaja starts efforts to get back his kingdom from his enemies. 
And his attempt gradually goes on to the battle and final success of 
the hero is introduced in the nineteenth canto where in Dharmaja 
is coronated. 

The victory of Dharmaja is the victory of Dharma. He is an 
ideal king and an ideal householder treading the path of Dharma. 
Gradually he develops a spirit of disinterestedness towards mun- 
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dane pleasures and pursuits and finally realises the ultimate purpose 
of human existence. 

Keeping this analysis of the plot as the background the process 
of the delineation of iontarasa in BJ!LABHj 4RATA is analysed 
hereunder. 

RASA MImAMSA:- FIRST CANTO: 

This Kavya starts with the description of the Moon, the pro¬ 
genitor of the lunar dynasty and the first three verses introduce 
the main sentiment of the Kavya naniely Santarasa by way of sug¬ 
gestion. Various words and adjectives that express the ideas of 
purity of birth, piety, austerity, self-enlightenment and capability 
in dispelling ignorance are introduced here. The Himalayas and 
the river Ganga are generally accepted as symbols for purity, sub¬ 
limity and divinity in our tradition. And by referring to these two, 
Agastya prepares the mind of his readers initially even at the be¬ 
ginning of the Kavya to an experience of 5antarasa.® 

The next ten verses in the Kavya describe the different achieve¬ 
ments of the earlier kings of the lunar dynasty. Almost all major 
pursuits of human life in the realms of Artha and Kama are pro¬ 
jected by the poet here and against this background the narration 
of the main story with the description of king iantanu’s love for 
Gaiiga which can become the base for the Srhgararasa. 

The whole story of the BALABHARATA centres round the 
controversy over the kuru kingdom (i.e.) Artha. The consequent 
rivalry, the respective efforts put forth by both the parties, their 
initiatives ( ) their jealousies and anger ( ) are 

the natural emotions that are related to this story. In such a 
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theme, scope for Sn'igSra (erotics) is not much. However unless 
the futility of all mundane pursuits of jealousy, anger and sex etc., 
is established realisation of the true nature of the world around 
and the individual-self and the consequent experience of quietitude 
and bliss will not result. Hence in the first canto of this Kdvya 
Agastya starts the depiction of 5rhgdrarasa. 

There are many episodes in the epic story, but the full de¬ 
velopment of the 5rhgdra without deviation from the main theme 
is possible more in the story of Santanu. Hence Agastya chooses 
this episode and furnished all the necessary alterations and inno¬ 
vations to suit the depiction of 5rrigdrarasa here. The character of 
Gahgd is not so important in this context as per the epic, but out 
of nece.ssity here Agastya enhances and elevates Gahgd’s character 
to make her the dlambana for 5rhgdrarasa. Here Gahgd is the 
Heroine and 5antanu is the Hero. Their mutural love (rati) is the 
basic mood and all the varieties of irngararasa accepted by the 
critics are suggested in this episode. 

The narration starts with the description of the meeting of 
5antanu with Gahgd. The description of king 5antanu gives out 
the heroic qualities and other sdttvika bhavas of his.'^ The Gahgd 
the beautiful, looks at him. Here the description of her smiles and 
her other gestures suggest her desire towards king Santanu.**^ The 
longing in the eyes'' ) attachment in mind ( ¥§^1:) 

etc., which are said to be the initial moods for the development 
of love are introduced in both Santanu and Gahgd. By that it is 
evident they both are in mutual love. This is the first stage in the 
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development of srngararasa of this episode, which is technically 
called the seed. (^.O 

iantanu takes the initiative and asks about her mind. He 
expresses his desire to marry her, provided she is not already 
in love with someone else. Gahgd also expresses her willingness 
but insists on certain conditions. She says that her will only 
should prevail always in mutual transactions, and the moment her 
action is objected to, she will be leaving him. 5antanu accepts the 
condition and they are united in wedlock. Thus the mutual desire 
of the couple is fulfilled. They enjoy each others company. The 
places of their amorous movement such as palaces studded with 
precious gems and fragrant with the smells of musk are described.^® 
The height of their conjugal bliss and their utmost love for each 
other is suggested when Agastya writes that in Santanu’s company 
Gahga forgets her prior association with the Lord of the ocean 
and he, in her company never remembers anyone else of his earlier 
queens.^* Thus in this context the second stage in the development 
of .Srahgararasa of this episode which is technically called ‘Bindu’ is 
introduced. Mutual love, when put to the test of seperation proves 
its genuineness and sublimation. Thus the couple are in deep love 
and beget seven sons. Hitherto the Sambhogairhgara is depicted 
and hereafter starts the Vipralambhas'rhgdra. Rhetoricians analyse 
this in four stages (i.e.) Purvardga ( ) Mona (), Pravdsa 

( WRT: ) and Karuna ( ^5^: ) and all these phases of irhgdra are 
suggested in this episode by Agastya. 

Santanu is fascinated by Gahga so much, that he does not 
dare to raise any objection when she kills all his seven sons, one by 
one, immediately after their birth. The lust blurts his reason and 
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righteousness. But when she tries to kill the eighth son also he 
overcomes his lust (''^RPT:), objects and requests her not to kill the 

boy who should be the hope of the family.^^ The Gahga reminds 
him about their agreement and says that she is not doing anything 
sinful in throwing away his sons into the river and killing them. It 
is only to provide them an opportunity to get relief from the divine 
curse. Here Ganga tells the real background and thus the story 
of Vasus in narrated. Thus the third stage in the development of 
irngararasa which is technicaly called the ‘Pataka’ is introduced 
when Ganga narrates an incident that took place at the court of 
Brahman the creator. After having recounted the incident Ganga 
takes leave from 5antanu in a feigned anger ( ilH: ) and goes 
away, promising to return the eighth son after imparting proper 
education to him. Thus, pangs of love in seperation are introduced 
here ( Jiwre:) • The mental agony of the king Santanu for twenty 
sk years is described in a few verses and finally his meeting with 
his wife and son is also described and in this context Agastya says 
that after the reunion with her husband, Gahga finally leaves him 
to go to her abode permanently causing sorrow to Santanu. 

Thus Srngararasa is presented here in all its varieties. For 
this purpose Agastya makes some minor alterations in the epic 
story. In the original epic Gahga is a passive participant in all the 
happenings and Santanu accepts her hand on his father’s direction. 
But in this Kavya she takes all the initiative. And Santanu makes 
initial enquiries regarding her mind and then marries her. Here 
Gahgo herself invites the eight Vasus to take birth in her womb 
and promises to help them in getting redumption from the curse. 
Thus Gahgo’s character is elevated in this Kavya. 

Thus the very first canto of the Kavya deals with irngararasa 
and in delineating it Agastya takes all care to see to it that it never 
dominates the primary sentiment Santa. Yet sustains the inter¬ 
est of the reader. Srhgararasa is completely antagonistic to the 
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experience of iantarasa. Hence, as suggested by Anandavardhana 
the s'rhgararasa is not allowed to come out in all its exuberance 
here.^^ It is depicted in less important characters and by do¬ 
ing so the incompatibility is well avoided between santarasa and 
irngararasa. Agastyapandita plans in such a way that many of the 
uddipanavibhavas of santa are expressely stated or suggested dur¬ 
ing the course of this description of irngara itself. For example 
when 5antanu raises objection before Ganga, she says that she is 
not killing the children with any evil mind, but all her actions are 
meant only to purify the eight Vasus who have taken their birth as 
her offspring.^ * Here Ganga makes a statement that she is the in¬ 
strument in effecting purification and enlightenment for the entire 
world itself. With this statement the whole episode of Santanu’s 
love for Ganga, with its 5rngarasa becomes an accessory in the 
delineation of S'antarasa. And the last line of this incident namely 
^ MWlPig# (l - 54) also serves the same purpose. It 

suggests that Ganga’s love story with its irngararasa is also running 
to join the main stream of iantarasa of this Kdvya symbollically 
represented by river Gangd. 

The mention of different words like JIYTRTtn, ftRjoPg: 

also point out to the importance of idntarasa. 
All these words and their ideas can not go well with the exuberance 
of irngararasa generally. Here irhgdra is brought in mainly to 
sustain the interest of the readers.’'^ 

The second part of the 5antanu’s life centres round the heroic 
activity of his first son Bhisma. Making him as the dlambana 
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Agastya delineates the sentiment of Dharmavira in this context. 
Bhisma’s initiative ( 3r?fW; ) in making his father’s desire a reality 
at the expense of his own pleasure and prosperity, provides the 
basic mood (and the seed ( #5[:) for the Vzrarasa of this 
context. Bhisma’s terrible vow to remain a bachelor life long and to 
make the sons of Satyavati the rulers of the Kuru kingdom denotes 
the second stage (i.e.) ‘bindu’ in the development of vtrarasa 
here. Thus he gets his father’s wish fulfilled. Later he utilises all 
his energies in protecting his brothers. He goes to the svayamvara 
at Kas'i and brings the three brides to make them the wives of 
his brothers. One among the brides is in love with king of Salva. 
Hence she is sent back to him ( ) The other two girls are 

married to his brothers Vichitravirya. Vichitravzrya is coronated 
( ) but he dies childless. His other brother is killed by a 

Gandharva king in a battle. Thus the ambition of the Daia king, 
the aspirations of Satyavatl and also the initiative of Bhesma all 
finally end in sorrow and misery."" 

Thus the entire first canto contains, and also culminates in 
a tone of despair leaving an initial experience of the mood of 
dejection (It^: ) in the reader’s mind. In this canto Agastya 

does not fulfill the depiction of s'rhgara and vira but a modereate 
treatment of them is only given. 

SECOND CANTO:- 

The whole of the Second canto deals with the efforts of the 
Kuru family to beget children and in every such attempt a feel¬ 
ing of surprise pervades, and on many occasions it is sage 

Vedavydsa, who has become the diambana for that mood of sur¬ 
prise. Thus on the whole, in this canto the sentiment of surprise 
dominates. Vedavydsa’s birth on an island of the river Yamund, 
and his part in producing the heirs to the Kuru throne, his part 
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in making the fallen foetus of Gandhari to bear fruit hundred¬ 
fold etc., and the birth of Karna and the Pandavas by divine grace 
are surprising events at every moment. In addition to all these, in 
the great epic king Pandu’s expedition, his valour in hunting, and 
his dalliance with his younger wife Madri during spring season are 
well described. Agastya skilfully introduces only such descriptions 
capable of producing feelings that help the chief sentiment (i.e.) 
iantarasa of the Kavya. 

The narration of the expedition of Pandu is completely elim¬ 
inated by Agastya and only a simple reference to it is made. The 
love affair of Pandu can not be eliminated because of the crucial 
role it played in his life. Hence the description of the .spring season 
and the change in the mental make-up of Pandu after he is cursed 
are also well described to suggest the iantarasa. Both the vira and 
irhgara rasas are not conducive to the iantarasa. So the stoi7 
part that can project the vzrarasa namely the above mentioned 
expedition, is eliminated here and the other part, namely the de¬ 
scription of spring season with its south-wind which is an uddipana 
of irfigara is made to suggest impending death and nirveda too 
which helps iantarasa.*” 

In this Kavya Pandu leaves behind all plea.sures and ornaments 
that go well with the enjoyment of senses and takes to saffron 
clothing.*''^ 

His hand which was hitherto accustomed to playing on the 
lofty breasts of the lady-loves has now become an instrument to 
cut the ‘kusa’ grass.'** 
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His hand which is used to handle the bow-string and had thus 
became rough, and which is used to hit the head of great elephants 
and had thus became hard has now become accustomed to cutting 
the sacrificial grass (^RfiW:) for the sacrifices.^” 

Here Pandu is said to be in the penance grove quite as if he 
were in his kingdom.^^ 

Thus Agastya very beautifully makes the uddipana vibhavas of 
v&a and srrigara serve as the accessories in developing their almost 
opposite sentiment namely ianta. And the sentiment of this canto 
namely the surprise, with its aura of divinity is not so much against 
s'antarasa of the Kavya. 

THIRD CANTO:- 

The third canto has many incidents. It starts with the narration 
of the manifestation of jealousy in Suyodhana towards Bhlma. 
Gradually that jealousy in him turns into an evil mind and he 
tries various means to kill Bhima and the Pandavas too. But 
Bhzma always comes out successfully in the end. And the failure of 
Suyodhana in his attempts makes us realise the futility of all such 
evil actions. This further prepares our minds to the experience of 
the sentiment of 5anta. Bhzma’s success and his achievement of 
the divine marvellous strength of thousand elephants, provides the 
base for the delineation of Vira and Raudra rasas in him later in this 
Kavya. The next incident in this canto is the exhibition of the skill 
in martial arts by the young princes and the acquisition of special 
weapons by Arjuna, in whom also the Vira and Raudra rasas are 
depicted well later in this Kavya. This part of the stoiy picturises the 
qualities of all the important characters in the Kavya. Suyodhana’s 
jealousy and enemity towards the Pandavas, Karna’s envy and rivalry 
towards Arjuna, Bhima’s acquisition of extraordinary strength. 
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Arjuna’s achievement of special skill in archery and Dharmaja’s 
coronation as heir-apparent and his popularity with people, the birth 
of the Heroine of the Kavya namely Draupadi are all described here. 

Thus various pursuits of human endeavours of different char¬ 
acters of the main theme are initiated in this canto and the origin 
of the rivalry between the cousins is also presented here. Thus 
this canto gives out the seed, technically called ‘Btja’ for the main 
theme of the Kavya. 

The episode of Drona and Drupada is taken here as the basis 
for vtrarasa to be depicted in Aijuna. In it all the uddzpana vibhavas 
of virarasa are described. Beating of war-drums, movements of 
armies, dialogues that arouse martial spirit, use of divine weapons 
are described.^^ 

Mainly the righteous initiative and heroism of Arjuna is pre¬ 
sented well. The very first battle of this Kavya in which Arjuna 
takes part and wins is described here. And in this context Agastya 
intelligently brings in a simile. Arjuna’s knowledge in archery is 
compared to the divine Veda, and the very first and initial exhi¬ 
bition of it in the fight against Drupada is compared to Tranava' 
(i.e.) the first and the supreme syllable of the entire Vedic lore.^^ 

With this comparison the whole skill of Arjuna here and also 
elsewhere in this Kavya, and its consequent dilineation of virarasa 
basing on him, are all made subordinate to the primary sentiment 
ianta which is symbolised here as the vedic lore. Here virarasa 
can be taken to its heights, but its exuberance here may stand in 
the way of santarasa. Hence Agastya exhibits a spirit of restraint 
in developing virarasa, as suggested by Anandavardhana in his 
DHVANYiLOKA^'* 
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and brings in virarasa to such an extant only as to sustain 
the interest of the reader that too taking an upanayaka as the 
alambana. Next comes the narration of the birth of Draupadi 
and Dhrstadyumna from the special sacrifice Drupada performs. 
Here the mention of the dangerous consequences that are going to 
take place as a result of the birth of the heroine Draupadi brings 
to our mind the futility of the spirit of revenge and the vanity of 
Drupada.^® 

And this leads us further in the realisation of the true nature 
of mundane pursuits. Here the presence of the uddzpanavibhavas 
and anubhavas of the vfrarasa in Bhzma and Arjuna, who can be 
technically called the upanfiyakas, will not stand in the way of the 
primary sentiment namely ianta. 

The description of the coronation of Dharmaja as heir- 
apparent is the next incident in this canto. Here his virtues are also 
suggested. As a contrast the envy in Suyodhana and his attempts 
to drive Dharmaja away from the kingdom, are also described. The 
canto comes to a close with the description of Dhramaja’s forti¬ 
tude in accepting his elder uncle’s advice to leave for Varanavata. 
The adjectives used to denote Dharmaja here are capable of ex¬ 
pressing some of the vibhavas of santarasa. As per sage Bharata 
pious thought (•stRFT equanimity of mind in both pain and 
pleasure ^TiTRffT) and steadfastness are the three 

qualities to be present in a hero of iantarasa. All the three are 
described in Dharmaja here. The expression is ex¬ 

plained in the commentary MANOHARA^® as frsR frRTRt.Usril: llg: 

Thus this canto gives out the background of the characteristic 
features of both noyaka and pratinayaka of this Kavya. Thus the 
seed of the main sentiment is further strengthened. 

^ OT ii (3 - 75) 

^® P.P.S. Sastry’s Edition of the first three Cantos of BALABHARATA with 
MANOHARA (Commentary)-Vani Vilas Press Edition, 1939 - page No. 123. 
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FOURTH CANTO:- 

The fourth canto starts with the narration of the precautions 
that Dharmaja undertakes during their stay at vdranavata. After¬ 
wards this canto mainly deals with the heroic pursuits of Bhima. 
Hence it is the vtrarasa that dominates the context. 5rhgara and 
Hdsya are brought in as accessories to Vira but because of its de¬ 
scription in the upanayaka, in spite of its exuberance vtrarasa does 
not hinder the experience of primary iantarasa of the Kavya. 

The first exploit of Bhima deals with the initiative in giving 
protection to his mother and brothers. He carries them all single 
handed from the burning house of lac to a place of safety in a 
forest. Next is his fight with the Hidimbdsura. Here srhgara is 
introuduced when Hidimbi the sister of that demon approaches 
Bhima with a desire to marry him. Agastya says that “Hidimb? is 
like the beautiful goddess of that forest, who has come there as if 
to get all evil cleared off from that forest”^’^ (i.e.) by the killing of 
demons by Bhtma. 

By such an expression here’Agastya clarifies the relative im¬ 
portance of vzra over that of irhgara touch, brought in here. This 
love affair of Hidimbt serves as a test for the spirit of heroism in 
Bhima. Hi^imbz tries to lure him with amorous gestures and fi¬ 
nally asks him to accompany her to some far away place to enjoy 
her beautiful company. But Bh?ma refuses her request by telling 
her that he can not leave his mother and brothers in such a plight 
simply fearing for a demon. The real fight starts on the arrival of 
Hidimbasura. His anger, his reddened eyes, knotting of his eye¬ 
brows, and his terrible gestures aiming at the killing of Bhtma are 
well described rousing the emotion of the readers.^® 

Almost all the anubhdvas of virarasa, are presented in Bhima 
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in this context. Step by step the feelings of the readers are elevated 
to an exalted condition, on reading the descriptions here. The 
fight between Bhtma and Hidimbasura starts and the description 
of their war cries are well narrated in detail and the experience 
of exhilaration (wf) and astonishment in Kunti, in the 

other Pandavas and in Hidimbi herself, who are all standing as 
witnesses to that fight are also described. The descriptions of 
the sorroundings (i.e.) the trees and birds on them, with all the 
details of their movements on seeing that terrific fight heightens 
the experience of the vzrarasa of the context. Hidimbasura is finally 
killed and Bhtma marries Hidimbi on the advice of Dharmaja 
in order to give her company till she begets a son. Thus, again 
the touch of srhgora is brought in and the union of that couple 
is described. Their mutual love, and the description of the place 
of their enjoyment are also depicted and with the narration of the 
birth of the valourous Ghatotkaca irngara consummates. But 
Agastya’s descritpion of Ghatotkaca here skilfully makes the whole 
episode to subserve the experience of iantarasa. 

(4 - 35) is an adjective used to denote the new born son of Bhima. 
The idea that he is fit to fall down on the charge of the Indra’s 
weapon, is a hint of the impending death of that son. This makes 
the pleasure of the love- making of the couple Bhima and Hidimbt, 
simply transitory and futile. In the epic MAHABHARATA in the 
context of Ghatotkca’s birth, his capacity to withstand the divine 
weapons of a great hero like Karna is described. But in view of the 
primacy of iantarasa of the Kavya Agastya changes it and brings 
in the above mentioned adjective to suggest the transitory nature 
of the pleasure of the love episode of Bhi'ma with Hidimbi. 

In the tatter part of the narration a beautiful presentation of 
the virarasa again, with the active support of hasya is present. Here 
the initiative ( 3 iW:), the basic mood, in Bhtma to fight the terrible 
Baka is not in anyway mixed with any personal gain. Simply in order 
to protect the poor brahmin lad, BhMa takes up this adventure. 
Thus the sublimity of virarasa is well envisaged. Initially the pitiable 
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predicament of the Brahmin family is described.^® Then step by step 
the virarasa is delineated. Bhima’s preperation in going to Baka’s 
abode is narrated first.^° And the description of the terrifying 
atmosphere around Baka’s abode and Baka’s appearance on the 
scene are described.®* The defiant spirit of Bhzma, his fearlessness 
and the gestures of indifference to the presence of the enemy are 
ail beautifully described in detail. Bhtma goes on eating the food he 
has brought quite oblivious of the presence of Baka. The infuriated 
Baka hits him with his fist. In this connection Agastya says that 
Bhima receives the blows sportively, feeling that they will help in 
shaking him up into his shape after a heavy meal.®^ This is an 
anubhava natural to the hero of the virarasa. 

In the epic story after this episode, the narration of the birth 
of Draupadi and her brother are given. Agastya feels that the 
narration of it in the present context in his Kavya, may lessen 
the effect of virarasa. Hence he pushes that episode back into 
the previous canto, where the feelings of astonishment over that 
incident will go well with the context. 

Thus the whole of the admixture of vtrarasa with srhgararasa 
present in the first part (Hidimbi episode) is made subordinate to 
santarasa by suggesting the death of Ghototkaca. But the virarasa 
of the Bakasura episode which is of an exalted nature (i.e.) helping 
a person in need, is not in any way made subordinate to any 
other rasa in its relishability. Inspite of its exuberance, it became a 
subordinate to iantarasa because of its description in an upanayaka. 
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FIFTH CANTO:- 

In the fifth canto the basic moods of vlra and adbhuta rasas 
are introduced, but they remain unfulfilled by themselves and help 
the development of the primary sentiment ianta. In this canto the 
various vibhavas of ianta are just mentioned in Dharmaja. Thus 
the vibhavas of 5anta are just mentioned in Dharmaja. Thus the 
Vibhavas of vira and adbhuta sustain the interest of the reader 
here and the uddipana vibhavas of ianta introduced here keep up 
the thread of the process of experience of ianta that pervades the 
entire Kavya. 

The anubhavas of vha are presented in Arjuna here. His ini¬ 
tiative (StwO is in hitting the target in Draupadi swayamvara to 
marry her. The introduction of the various suitors provides a foil 
to the heroism of Arjuna. The description of their respective tal¬ 
ents and their failure to hit the target enhances the effect. The 
envy in the suitors who fail in their attempts and their consequent 
efforts to fight the pandavas adds to the building-up of the heroic 
sentiment and the success of Arjuna over all of them leads further 
to the heights of vjrarasa of the context. Its zenith is yet to be 
realised and just when the mind of the readers is going to reach 
the realms of rasananda, Agastya diverts it to the next incident of 
the story and thus introduces a mood of surprise. Generally its na¬ 
ture is of appreciation.^^ Instead of that a surprise is here clubbed 
with the vira of the previous incident. It is the surprise that results 
on hearing the miracle of the story of Nalayani. In this context 
the sentiment of surprise is introduced first when Kunh advises 
her sons to share equally the alms they have brought in and 
this basic mood of surprise reaches its high point when the story 
of the previous births of Draupadi are narrated. Thus the side 
story technically known as ‘Pataka’ namely the Nalayani episode 
and the information about the previous births of the Pandavas fill 
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one with wonder. Here every verse introduces a type of surprise. 
Ndlayani’s pitiable life of austerity, her penance, Siva’s favour, the 
plight of the five Indras etc., are all quite surprising at every step. 
The ecstasy of wonder on hearing the marriage of Draupad^ by 
all the five brothers suddenly diminishes, when Agastya describes 
the marriage rituals making mainly Dharmaja the bridegroom. 
The description of Dharmaja’s coronation, his desire to go round 
the new city in an open procession are well presented. Thus the 
indulgence of Dharmaja in the discharge of worldy duties expected 
of his marriage, and his realisation of the duty to govern the people, 
his obedjence towards elders as he leaves for Khandavaprasta 
on the advice of Dhrtarastra his ^ and his initiative in 

• t « 

achieveing agreement among the brothers as suggested by Ndrada, 
reveal the main qualities of a Hero in the context of iantarasa. In 
the same context the epic contains a dialogue between Dharmaja 
and Arjuna where the former asks the latter to marry Draupadi 
himself, but Arjuna refuses to do so. Here Agastya writes that 
Dharmaja openly declares his desire to marry Draupadt before 
his mother, when she is worried much over her own statement 
asking all the brothers to share the fruit without knowing that it 
is a lady. His desire to marry Draupadz, and his aspiration for, 
and joy over the coronation etc., are not against the delineation of 
iantarasa in him. He is not a recluse hence marriage and pursuit 
of natural Ksatriya duties are not against ianta. All these are 
passing phases of human emotions. His natural disposition is only 
equanimity, peace and poise. At the end of the canto Agastya says 
that Dharmaja arrives at an agreement with his brothers regarding 
their marital life with Draupadl This shows how much restraint 
he has got regarding sexual relations. 


On the whole, the predominance of the divinity in the form 
of Lord Siva suggested here in the Nalayani story becomes an 
uddzpana vibhava of santa, and thus the whole episode helps the 
primary sentiment ianta. 
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SIXTH CANTO: 

The sixth canto again presents an admixture of both irrtgara 
and vtra rasas taking Arjuna as the alambana. He is an upaiiayaka 
and so the depicition of them in him, even at their maximum in 
no way obstructs the experience of the primary sentiment of the 
Kavya. All the virtuous qualities of Arjuna are presented before us. 
One day a brahmin comes to him complaining about his stolen cows 
and seeks Arjuna’s help in recovering them. It is a just cause hence 
Arjuna though unwittingly violates even the mutual agreement 
among the brothers and goes into the palace where Dharmaja and 
Draupad? are sitting in privacy. He knows the consequences but 
he prefers to help a brahmin and thus courts year- long pilgrimage. 

This pilgrimage of Arjuna is full of his amorous exploits along 
with his spiritual pursuits. He marries Chitrangada. ulwcii and 
Subhadro. In the case of the first two his restraint in one way or 
other is also shown. And the episode of his marriage with Subhadro 
is a beautiful delineation of irhgora rasa in all its excellence. All the 
stages required for the full development of irhgora are present here. 
For this purpose Agastya slightly alters the story content of the epic 
MAHABHARATA. According to the Epic in the course of his 
pilgrimage, Arjuna goes to Dvoraka and there he sees Subhadro 
by chance and falls in love with her and on the advice of 5rikrsna, 
forcibly takes her away to Hastinopura and marries her. In View 
of the delineation of Srrigorarasa Agastya modifies this slightly. 

In BALABHARATA Arjuna arrives at DVdraka under the 
guise of a Sanydsin with a deep desire for Subhadra the 

sister of Krsna. He seeks the help of .jrikrsna in his love affair, 
iriki-sna skilfully arranges the interview of the couple. Arjuna’s 
love for Subhadro forms the seed (i.e.) Bija of this sub-plot and his 
attempts to get her hand denote what is technically called the sprout 
(i.e) Bindu. TTius his love for Subhadro grows and a nice description 
of the love sickness of Arjuna is given and the description of 
the rainy season which enhances the love sickness in him is also 
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described here.®'* Then S’rtkrsna plans in such a way that the false 
hermit is invited to the royal palace and there Balarama entrusts 
Subhadro with the duty of serving him (Arjuna). The third stage in 
the sub-plot namely Pataka is also introduced here. Thus, though 
the impediments occur, the hero Arjuna is sure that he can fulfill 
his desire. The mutual feelings of the lovers are portrayed well 
here. On observing the shoulders of the false sage that are hardened 
by the constant use of the bow-string, Subhadra identifies him 
as Arjuna and expresses her interest for him in a subtle way. 
She asks the false sage whether he has seen Arjuna any where 
during his long travel. Arjuna immediately reveals his identity 
and proposes marriage that same night. Subhadro expresses her 
acceptance silently and is taken away by her lady-friend to the 
palace of Devaki, her mother. Then 5rikrsna manages things 
in such a way that all their relatives including Balarama, leave 
for Antarzpa for a special festival and meanwhile he arranges the 
marriage of his sister with Arjuna. God Indra arrives on behalf of 
Arjuna and in the presence of both Krsna and Indra, the marriage 
is solemnised. Then Arjuna takes Subhadra away from Dvaraka, 
after defeating the guards of the city who obstruct his way. Later 
on both krsna and Balarama bless the couple with due presents 
at Hastinapura. Afterwards Subhadra gives birth to a son called 
Abhimanyu. Thus the seed of love sown in the heart of Arjuna 
passes through various stages of growth and of course with the 
help of 5rlkrsna. 

Finally this canto comes to a dose with the description of 
the burning of the Khandava forest. Here God Agni comes in 
the guise of a Brahmin seeking the help of Arjuna to fulfill his 
desire. Aquna promises his help and to keep his word he fights 
a fierce battle even against his divine father Indra. A beautiful 
and lengthy description of the fight between Arjuna and Indra is 
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present in this context introducing various word-pictures that go 
well with the virarasa.'^® 

SEVENTH CANTO:- 

The seventh canto presents an exposition of the different 
anubhavas in Dharmaja that are conducive to the appreciation of 
santarasa. An admixture of the moods of adbhuta, vtra and raudra 
rasas are also present here. This canto starts with the narration 
about the construction of a divine assembly hall by Maya. Maya 
presents a mace to BhJma and a conch to Arjuna, but nothing to 
Dharmaja. This suggests the disinerestedness of Dharmaja towards 
possessing any such mundane vanities. 

Afterwards on receiving the message of his father Pandu con¬ 
veyed through sage Ndrada, Dharmaja decides to perform the 
Rajasvya sacrifice. Then Srilcrsna tells him that unless Jarasandha 
is killed the performance of Rajasiiya will be a difficult task. Thus 
to accomplish the desire of Dharmaja in performing Rajasuya sac¬ 
rifice, fighting and killing of Jarasandha becomes a must. Hence 
the virarasa depicted in the Jarasandha episode has become sub¬ 
ordinate to Santa symbolised in the performance of sacrifice by 
Dharmaja. According to Narada’s suggestion, performance of this 
sacrifice leads to heavenly pleasure.’’'^’ 

The description of virarasa here starts with the praise of 
the greatness and invulnerability of Jard.sandha the antagonist in 
this particular episode. Knowledge about the defeat of 5rikrsna 
at his hands many a time, enhances the feeling of appreciation 
of the contextual virarasa. The mention of the boon bestowed 
by Candakauiika on Jarasandha and the information that there 
are eight thousand princes held as captives in his palace, still 
further enhances such an experience. On hearing the declaration 
of Sriskrsna that Bhimacan kill Jarasandha, our minds are prepared 
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to realise the valour of Bhima whojs the actual hero of the vz'rarasa 
depicted in this context. When Srikrsna wants to have a duel with 

% f * 

Jarasandha, the latter refuses to fight with him on the ground that 
he is not a Ksatriya. He discards Arjuna as a boy and chooses to 
fight with Bhtma who is famous for his physical strength. 

The fight of Bhima with Jarasandha is described in detail.^’' 
Jarasandha is killed and on. hearing the news Dharmaja feels assured 
about the sure success of the sacrifice. This clearly indicates 
subordinate nature of the heroism of the Bhima to the iantarasa. 

The conquests of the four quarters by the four brothers of 
Dharmaja, with all their heroic deeds presents a beautiful exposition 
of heroism and all such descriptions are effected simply to enhance 
iantarasa as the initiative of all the brothers is only to make of 
the Rajasiiya sacrificej which is a religious rite^ successful. Thus 
the sacrifice is completed with the speical honour conferred on 
Srtkrsna who is himself known as the and the embodiment 

of Vedic lore. The wealth accumulated in the form of presents 
from various kings in connection with the sacrifice, is given away 
by Dharmaja to deserving Brahmins. This generosity of Dharmaja 
impresses our minds much more than the experience of virarasa 
in this context. 

A description of the jealousy of Suyodhana at the achievement 
and prosperity of Pandavas is given here after the Jarasandha 
episode. Next Suyodhana's consultations with his uncle Sakuni 
and friend Karna and the plan to conduct the game of dice with an 
;vil intention of depriving the Pondavas of their prosperity are well 
aarrated. The whole incident where in Draupadi is insulted at the 
:ourt. is so powerfully depicted by Agastya that along with Bhlma 
md Arjuna even the reader is moved and filled with a desire for 
evenge, but not the steadfast and righteous Dharmaja. 
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One by one the evil intentions and misdeeds of Suyodhana 
are described preparing the background for the development of 
the mood of anger and consequent raudrarasa in Bhtma.^* Insults 
hurled at Draupadi, when she is dragged into the court-hall rouse 
the anger in Bhtma so much, that he takes a terrible vow that he 
will break open the chest of Duiiasana and drink his hot blood, 
and that he will also kill Suyodhana by breaking his thigh on the 
battlefield. The vibhavas of raudrarasa (uddipana and anubhavas) 
like reddened eyes, knotting of the eyebrows, horriplation, sweat, 
cracking of the teeth in anger, haughty dialogue etc., are well 
described.^^ Here Agastya adopts such a style of language that 
suits the sentiment. But raudrarasa is not taken to its peak here. 
Unless the result of the anger (killing of the culprit) is clearly 
manifest, the Raudrarasa can not reach its zenith. The poetic 
situation of the particular context is so tense and emotions of 
all are burning like latent valcanos. Here Agastya says that the 
insults hurled at Draupadi are like the tempestual wind. Bhima 
is like a cloud. By the contact of that tempestual wind the cloud 
starts drizzling."*® It is like the sweat on Bh?ma and the drizzling 
forbodes the destruction of the kings who are like the wild fire of a 
forest. Agastya here compares Bhtma’s anger to the thunder-bolt. 


In such a context the cool and calm composure of Dharmaja 
strikes a note of surprise, but it is his restraint and equanimity 
that overrules all the emotions of his brothers. With a steady 
pen Agastya depicts the character of Dharmaja here. Dharmaja 
is neither pulled down nor blown high with the fall and rise of 
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fortunes. He is an honest king, an upright householder. He is a 
man of self-realisation. He performs the Rajasuya sacrifice only 
to attain religious merit that too on the advice of his father. He 
is not after mundane prosperity. But his prosperity causes envy 
in Suyodhana which leads to the game of dice. Remarking that 
Dharmaja’s participation in the game of dice is preordained by 
divine dispensation Agastya tries to exonerate Dharmaja in this 
unethical action.^^ His own brother Bhtma questions his right and 
propriety in placing Draupadt as a wager. Dharmaja is provoked by 
circumstances and criticised by his brother Bhima. Yet we see him 
unruffled and silent to all such comments. Here Agastya suggests 
the future destruction of all the kings of the world.'** 

Dharmaja openly declares that the game of dice leads to 
enemity and says that he is sitting down to play the game with no 
malice or avarice. Even during many insults and provocations the 
unperturbed mind and the equanimity exhibited by Dharmaja is 
exemplary. It is his adherence to the given word to play the game 
and to abide by the conditions accepted in the play of the game 
that is exhibited so well here. This is the key incident of the Kavya 

This incident gives the major twist to the plot, a powerful 
stirrup to the emotions of the characters of the Kovya and a 
phillip to the inquisitive interest of the reader. It is technically 
known as ‘Prakari’ of the plot. Here all the important characters 
of the Kavya are made to emotionally act and interact. And finally 
the divinity in the form of 5rikrsna comes to the rescue of the 
devoted Draupadt when all other interested persons are helpless. 
Draupadt’s devotion and divinity’s response presented here make 
this incident go well with main sentiment. 
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EIGHTH CANTO:- 

The eighth canto starts with the description of the Hero 
Dharmaja and his association with such pious people like Dhaumya. 
The desire to keep the company of pious people, sages etc., is 
considered as one of the vibhavas in the depiction of iontarasa. 
Then starts the Episode of the ‘Mayakirata’ which conveys the 
vJrarasa. Here the diambana is Arjuna and the basic mood (WPft) 

is his initiative (erwie:) to gain divine weapons from God Siva 
with which Pandavas want to win the enemies. For that he goes 
to mount Kailas. The description of Himavdn and the divine 
Gangd provides the mental mood congenial for deep penance. 
Divine spirit permeates the entire atmosphere. Agastya writes that 
Arjuna’s fatigue due to his long journey is relieved by the sweet, 
fragrant, mild breeze coming out of the Gangd waters.’^ Thus 
the description here provides the background for the depiction of 
Dharmavlra in Arjuna. Arjuna takes to consecretion and 
becomes equal to the divine tree (. ■ He performs penance 
subsisting himself some times on lime fruits and at other times on 
mere leaves of different trees, water, and simple air.'^^ 

God 5iva comes there under the guise of a Kirdta and tests 
the devotion of Arjuna. A beautiful description of God Siva and 
Pdrvati is given here. The gradual growth of the Dharmavirarasa 
through all its stages namely ‘Bija; ‘Hindu’, ‘Patdka’ etc., is also 
present here. Arjuna’s desire to secure divine weapons can be 
called the ‘Bija’ the seed and his efforts in that direction, namely 
the rigorous rules he follows in doing penance at the Himalayas 
provides the second stage namely the ‘Hindu’ and the story of 
demon M-uka and the fight between Siva and Arjuna denotes the 
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Stage ‘Pataka’. 

Jn this incident the dialogue between 5iva and Arjuna is so 
beautifully written, that it enhances the basic mood of ‘Utsaha’ 
in Arjuna. The various uddipana vibhavas of the fight are well 
described.^® The battle follows and finally Arjuna is defeated by 
God 5iva. After his valour fails it is Arjuna’s devotion to God 5iva 
that helps him to realise his cherished aim of getting the divine 
weapon ‘Pasupata’. 

■ Later on Arjuna is taken to heavens by Indra, to give him 
some more divine weapons. During his stay in heaven there is a 
test for his manliness and restraint by C/rvaii. She courts him and 
he refuses her advances keeping in mind her relationship with his 
father Indra. Frustrated f/rvaii curses him to become an eunuch. 
God Indra after hearing this news announces that the curse Arjuna 
gets from Uwast will be of much help during the thirteenth year of 
exile. The 17rvaii story establishes the virtue of restraint in Arjuna. 

Later on Dharmaja plans to go on a pilgrimage. Along with 
his other brothers and wife he visits the Narandrayana hermitage. 
Pilgrimage and visits to hermitages are quite well known as the 
uddipana vibhavas of Sdntarasa. Thus in this canto, in between 
tv.’o uddipana vibhavas of Sdntarasa the Dharmavira in Arjuna is 
described and it helps the main sentiment Sdntarasa it is depicted 
in an anundyaka. 

The next incident of this canto is the episode describing the 
Sougandhikdharana. Here Agastya describes Bhima as a man fond 
of adventure He goes to fetch the Sougandhika flower 

on the request of DraupadL The final incident described in this 
canto is the killing of Nivatakavachas by Arjuna on the request 
of Indra using the divine Pdsupata. In both the episodes various 
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uddipana vibhavas related to virarasa are described in detail. 

NINETH CANTO:- 

The nineth canto mainly brings out the qualities of Dharmaja 
and thus helps the depiction of 5antarasa. There are four incidents 
and in three of them Dharmaja’s character is well established 
providing accessories in developing Sdntarasa and the fourth also 
suggests his greatness in contrast with the ‘Ddnavtra’ of Karna who 
gives away his armour to Indra and takes Sakti so that he can kill 
his main rival Arjuna. On a similar occasion in the Yaksa episode 
Dharmaja offers his life for the sake of his brothers and when he is 
asked to choose the life of one of his brothers he chooses Nakula. 
He does not choose neither Bhima nor Arjuna, who are famous 
for their strength and valour , and who would be of much help in 
regaining his kingdom. 

In this canto the first is the episode of Ghosaydtra, where in 
Suyodhana arrives with an intention to insult Dharmaja. Imme¬ 
diately a battle takes place between the armies of Suyodhana and 
the Gandharva king. There is much fighting. Agastya compares 
the battle to a sacrifice where Lord Death is the chief of the ritual 
and the different war cries that are uttered are all like the mantras 
of the sacrifice. Being invited by those mantras, Angels make their 
presence felt in the skies. Thus the war depicted here become an 
accessory to Santarasa as it suggests a sacrifice. Here Karna is 
made to flee from the battlefield. In its narration Agastya brings 
in a word which suggests the nature of Karna. Here the use of the 
word aPTOR: reminds us of the hope and purpose of Suyodhana 
in giving the Ahga kingdom and suggests that Karna is unable to 
fulfill that. 

In the same context Agastya uses the adjective to 

denote Dharmaja. It reminds us of his spirit of equanimity. And 
when Bhi'ma heckles Suyodhana Dharmaja says that it is not proper 
to keep silent when an outsider attacks ones own cousins and that 
the family fame also will be at stake if one of fts sons is taken a 
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captive by enemies.'*® 

On his command both Bhima and Arjuna, go, fight and bring 
back Suyodhana. This heightens the quality of magnanimity in 
Dharmaja Here Agastya says that Arjuna after defeating Citrasena 
takes Suyodhana to Dharmaja who is holding the horn of the 
‘Rum’ deer. The use of the latter word and the description of it 
here brings in another uddtpana vibhova of Sontarasa namely the 
performance of a sacrifice. 

Dharmaja later on leaves the Dvaita forest and reenters the 
Kamyaka forest being requested by the animals residing in the 
former that have been left over after a heavy hunting. This shows 
the quality of compassion in the hero Dharmaja. 

The Karna episode here provides a beautiful presentation of 
the sentiment of Danavira. Agastya has got a special affection 
or sympathy for the character of Karna. While epitomising a 
great epic the author will have less scope to highten a particular 
character unless it predominates the action of the plot. But Agastya 
introduces Karna as an abode of sympathy devoid of 

miserely behaviour and as the only resort of seekers 

of help Karna says that he is happy when he looks 

at the blossomed faces of the seekers after receiving presentations 
just like the Sun God is happy on seeing the blossoming lotuses.^’’ 
He further says that “If people want it Karna gives away even life” 
thus goes the saying in the world and when Indra asks for it and if 
his request is refused the above saying and reputation (of him) will 
go”"*® and further he expresses that “Where the king of the three 
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worlds is the seeker and the son of Siirya is the giver, not only the 
armour even the precious life can be given away”.^® 

Karna further says that “if really Indra comes down and asks 
for the body armour for the sake of Pandavas he will give away 
such a mundane thing and earn immortal fame”.®® 

Finally Karna says that if the Sun God has real affection 
towards him, he should allow him to give away bodyarmour to 
Indra. Thus Karna performs a marvel by giving away his armour 
and here the dictum that “surprise springs out of heroism” 

(^:) is clearly established.®^ 

TENTH CANTO:- 

The tenth canto deals with the Virataparva story of the great 
epic. Here Pandavas enter the court of Virata to live incognito for 
one year, they take different roles. Dharmaja enters the court under 
the guise of a ‘Yad’. The saffron clad Dharmaja is welcomed by the 
king. In this context Agastya says that Dharmaja is like the quality 
‘iama’ and his brothers are like the other virtues that accompany 
‘5ama’. Dharmaja joins Virata who is like an embodiment of 
Dharma Thus Agastya clearly suggests that Dharmaja is the hero 
and ‘iama’ is his basic mood and Santa is the primary Rasa to be 
experienced in this Kavya and the other Rasas are like the other 
virtues that are present in the other brothers namely Bhima and 
Arjuna. Here Dharmaja himself declares that he is the abode 
of Dharma (d’f’j) and he is a ‘Vratt’C’WpTtFraH) ^^d he has 

enjoyed the pleasure of pilgrimage and he will aim at (i.e) 

prosperity pertaining to higher life. Dharmaja is a man of truth 
and virtue. He can not speak lies. And so when he is compelled 
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by circumstances to introduce himself he can not but speak the 
truth and at the same time he has to conceal his identity. Here 
Agastya writes quite suitably to the context. The same is discussed 
else where in this Book. Thus Agastya suggests the anubhavas of 
iantarasa in him. Next arrives Bhtma at the court with a ladle 
in his hand. He announces that he can cook very well and 
that king Virata will hereafter enjoy new tastes through his skill. 
This suggests the novelty of this canto in giving a taste of the much 
relishable admixture of otherwise inconsistent sentiments 

like 5rngara and Raudra in the Kjcaka episode. When Arjuna 
arrives, Agastya says that he has covered his shoulders hardend by 
the constant use of bow-string, under the guise of a enuch, which 
is the result of the curse of UrwdJiP This suggests the presence of 
the moods of Vira and Hasya sentiments in the exploits of Arjuna 
in this canto. Bhima, Arjuna, Nakula and Sahadeva are taken into 
the service of Virata as Headcook, Dance-Master, Stable-keeper, 
and Cow-Master respectively and Draupad? joins the service under 
Sudhesna the queen of Virata. The Pandavas spend their life 
in secret at Viratanagara. Hence in describing the actions, and 
reactions of the Pandavas, Agastya takes special care. 

The incident of the love of Kicaka for Draupad* provides the 
base for the description of a delicate but intelligent admixture 
of 5rhgara and Raudra sentiments. This is suggested by the 
way Agastya writes that Kicaka on seeing Draupadz becomes a 
target for the arrows of cupid and also for the God of Destruction 
(i.e) Yama.®^ In the next few verses various Sahcari vibhavas like 
trembling (^0 confusion in speech sweat (^E^O etc.. 
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are described in Ktcaka.®"* Along with the expression of Kicaka’s 
love towards Draupadl his meanness is also expressed 

even by himself, though not directly but in a figurative manner. 

Here Agastya uses a simile where in Kicaka compares himself to 

a sinner and Draupad? to Goddess Lakshml®® Thus inspite of 

the depiction of the fullness of vibhayas of Srhgara the sentiment 

becomes apparent and subordinate because of its description in 

a mean-fellow. Hence it can be termed as an apparent or false 

sentiment . But the same when used as an excitant for 

Raudra becomes quite relishable and also enhances the beauty of 

Raudrarasa. On hearing his prattle Draupadt suffers much, within 

herself. She tells him that she is unapproachable and thus tries 

to dissuade him. Kicaka requests his sister Sudhesna to help him 

in fulfilling his desire. Later on at the command of Sudhesna the 
_ « • 
beautiful lady Draupadt goes to the abode of Kicaka and there 

he gives went to all his carnal desire, and here various feelings 

(ag^frarO of S’rhgararasa are depicted in Ktcaka. And at his 

attempt to molest her, Draupadi tries to run away to the court 
-hall of the king. Being thus disappointed he pulls her down and 
kicks her. She falls down and vomits blood. Here Agastya says 
that the black skinned beautiful Draupadi (^^n) shines like the 

cloud that showers blood foreboding the death of Ktcaka.®® 

Thus insulted Draupadi arouses anger in Bhtma and he wants 
to kill Kicaka immediately, but Dharmaja restrains him only through 
a gesture because of the necessity of keeping the life of secrecy 
for one year. It is quite an irritating and humiliating thing and 
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quite naturally Bhima reacts terribly. But Dharmaja is not ruffled. 
He exhibits a sane discretion and advises Bhtma to accomplish the 
action some where else by even resorting to a drastic step, which 
however should do no harm to any of the Pandavas.®’’. This opinion 
of Dharmaja provides the accessory in developing 5antarasa in him. 

The spirit of revenge in Draupad? is well depicted here. Basing 
on the double meaning of the word ‘Klcaka’ (<+1=1 cl?:) his name and 

a bamboo stick, Agastya says that Krsna (Draupad^) is like a Black 
serpent full of ferocious revenge on being hit by Ktcaka 

the villian or a bamboo stick.®® Thus starts the description of the 
sentiment of Raudra. 

With a gloomy heart Draupadi goes to the kitchen where her 
husband Bfflma stays. She wakes him up with her cajolary laced 
with sarcasm. Bhtma gets up. His eyes are already red because of 
his sleeplessness due to his anger at Klcaka. After his formal en¬ 
quiries, she uses pungent words to aggravate anger in him.®® She 
says that Dharmaja has become cold and Arjuna has become a 
eunuch and the other brothers are too young to react and says that 
Bhima’s position is not yet known.®® She adds that she has been de¬ 
pending only on him, and it was he who had taken revenge in the past 
on people who tried to insult her.®^ And also says that unless Kicaka 
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is killed she can not live By these words the anger in Bhtma 
rises to its heights, but adhering to the advice of his elder brother 
he wants to accomplish his desire secretely. He advises Draupadi 
to pretend love for Kicaka and see that he reaches the dance-hall 
at night. Accordingly she goes to Kicaka and pretends to respond 
to his love when he again expresses it. Kicaka is overwhelmed 
and anxiously awaits the nightfall. The secret meeting of the two 
namely Bhima and Kicaka is narrated and after a fierce but silent 
fight Bhlma kills Kicaka. Having come to know their brother’s fate, 
Upaktcakas hundred in number arrive at the dance-hall and take the 
dead-body of their brother for cremation and while doing so they 
drag Draupadt also, to take revenge for the death caused to their 
brother. Again Bhtma arrives at the cremation ground and kills all 
of them. Here Agastya writes that Bhlma tells Draupadi, that by 
thus killing the hundred Upakicakas he has proved his mettle to 
kill the hundred Kauravas on the battlefield.®^ With this sentence 
this entire episode of Kicaka is connected with the main plot. 

Thus a stage in the development of the plot namely 
‘Patokastanaka’®'^ which is of the nature of introducing a future 
event by some pretext or other, thus helping the development of 
the plot is introduced here. 

The next part of this canto contains a description of the 
anubhavas of Virarasa in Dharmaja which in its entirety helps to 
depict 5antarasa in him. On hearing the news that for the sake 
of a lady, Kkaka is killed by her five husbands, Suyodhana infers 
that they must be none else than the Pandavas. Hence he wants to 
expose their identity thus to send them to exile again. So he plans 
a two pronged attack on Virata country. He encourages the king 
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of Trigarta country to steal the cows of Vwata in the southern side 
of the kingdom and Trigarta does so. Then Dharmaja announces 
that he, the Headcook, the Cow-Master, and the Stable-keeper, 
are well versed in fighting and proposes to fight the just battle®® to 
protect the cows and to repay their debt towards Virata who has 
given them a shelter during the thirteenth year of their exile. Here 
Agastya says that Dharmaja is like the intellect in political strategy 
his first brother Bhima is like the initiative and his 

younger brothers Nakula and Sahadeva are like valour (JRIFI:) and 
strength (3hM:).®® 

When the enemy king seeks protection Dharmaja recommends 
his release. This is also one of the uddipana vibhavas of iantarasa 
Thus the initiative of Dharmaja to go to war to protect cows and 
his magnanimity in helping even the opponent in Trigarta, are 
conducive to develop Santarasa in him. 

ELEVENTH CANTO:- 

Th6 eleventh canto deals with the exploits of Arjuna during his 
stay in Viratanagara Here we can find an excellent combination 
of Vlra and Bhayonaka rasas, and in the last part of the canto, 
vibhavas of Adbhutarasa are present and they help the primary 
sentiment Santa. 

The canto starts with the statement of the servants of king 
Virata regarding the stealing of the cattle by Suyodhana. On 
hearing this prince Uttara says that he is prepared to fight the 
Kauravas provided he can secure a good man to take the reigns 
of his chariot. Being encouraged by Draupadl, Virota’s daugh¬ 
ter Uttara announces before her brother, that she has heard that 
Brhannala is well versed in charioteering. Prince Uttarakumara 
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sends for him and asks him to drive his chariot. Arjuna agrees to 
do so and puts on the armour in a topsy- turvey way. On seeing 
that the ladies of the harem laugh at him®" 

Prince Uttarakumdra and Arjuna start for the battlefield. 
Here starts the actual narration of Vtrarasa. Agastya suggests the 
combination of VJra and Bhaydnaka rasas by saying that the wind 
has become favourable as if it feared defeat before the speed of the 
chariot. Here the basic mood initiative ('SrfJTWO is suggested by the 
speed of the chariot and the basic mood fear is suggested 

by the course of the wind®® 

On seeing the ocean like army of the Kauravas, Agastya says 
that Arjuna thinks of crossing it. making his own shoulders as the 
boats. It suggests Virarasa®® 

Prince Uttarakumdra starts shivering as if he were embraced 
by a lady called fear He quakes and sweats and loses his 
steadfastness."® 

His hands tremble, his tongue got parched due to fear and his 
voice is choked. He starts to run away from the battlefield with 
palpitation due to fear and strain’’^ 

Arjuna immediately runs after him, catches hold of him. Then 
the Kaurava army recognises him as Arjuna by observing the dignity 
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of his gait. But prince Uttarakumara requests Arjuna to allow 
him to escape and promises to pay him money for that favour. 
He says that his mother will be anxiously awaiting his arrival. He 
adds that by saving the man who is afraid, the hero will get piety 
On hearing these words Arjuna with a smile on his face 
exhorts him to shed fear. He tries to arouse a feeling of bravery 
in him and finally asks him to be at least the charioteer for him 
so that he can defeat the Kauravas and make them eat grass along 
with the cows whom they have stolen”^ Then he goes to the tree 
where their weapons have been kept before entering the Virata’s 
court, and gives out his identity to prince Uttarakumara. Here 
Agastya says that prince Uttarakumara believes Arjuna’s word 
after scrutinising the hardened marks of the use of the bow-string 
on both his shoulders. Wearing the armour, crown and weapons 
Agastya says, Arjuna looks like God .Siva. Here a very beautiful 
description of Arjuna’s appearance, his blowing the war-conch are 
also presented. 

Bhisma and Drona say that the man coming to fight against 
them is none else than Arjuna. Here the verbal exchange that ensues 
between Karna, Drona and Bhtsma about the valour of Arjuna 
enhances the importance of Vtrarasa. Then the description of the 
chariot with the flag on it, its speed, and the challenging sounds of 
the conch and the surprise of even Gods highlights the virarasa of 
the context. Thus almost all the vibhavas of Vtrarasa are introduced 
here. The actual battle starts and one by one the other vibhavas 
of Virarasa are also depicted here. Ecstasy of Vtrarasa produces 
surprise and here Agastya brings in the surprise experienced by 
divine beings”® This further highlights Virarasa. Arjuna’s valour 
is said to be appreciated by even damsels here. Unable to face his 
valour valiant Karna runs away, Kripdcharya loses his charioteer, 
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the flag post of Drbna is broken and Bhtsma and Asvatthama fall 
unconscious, Suyodhana’s pride is shattered to pieces^'* 

Then Arjuna hits them all with the Svapanastra. By that 
all are made immobile. Then the different uddiipana vibhavas of 
Bhayanakarasa are described in the defeated Kaurava army. The 
jackals come there to eat the dead but on observing the breathing 
in them they run away’’’'^ 

Divine Narada visualises Arjuna as a lion amongst a herd of 
dead elephants on the battlefield. Prince Uttarakumdra cuts off 
pieces of cloth from the turbans of the Kaurava heroes later on. 
Then Arjuna withdraws the Svapanastra and hurls the arrows de¬ 
noting his devotion at the feet of Bhrsma and Drona. Duryodhana 
being utterly defeated withdraws from the battlefield along with all 
Iris armies. 

Thus an excellent narration of Vtrarasa in Arjuna the 
Upanayaka and Bhayanakarasa in prince Uttarakumara and other 
Kaurava armies is presented by Agastya simultaneously. After this 
Arjuna again reverts to his role of Brhannala and asks prince 
Uttarakumara not .to reveal anything about him until a 

proper occasion comes. This shows his modesty which is a vibhava 
of Virarasa. Inspite of its exuberance the Vrrarasa of this context 
becomes only a subordinate rasa because of its description in the 
secondary hero (ShTfriW:) other than Dharmaja. 

It is a natural corollary that after such an excellent victory, 
the narration of it produces surprise. Hence the latter part of this 
canto presents a narration of uddrpana vibhdvas of surprise. 

Being questioned by his father, who is overjoyed to hear the 
victory of his son over the Kauravas, prince Uttara, at the first 
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instance hides the name of the man who has been responsible 
for his victory. But immediately afterwards he announces that 
Brhnnala, who is none else than the famous Arjuna is responsible 
for his success and then Arjuna intensifies the surprise of the king 
Virata by disclosing the identity of all his brothers. Then Bhtma 
speaks about the valour of Arjuna"® 

On hearing that the great Pandavas have been in his court 
serving him like ordinary men king Virata experiences the utmost 
surprise. 

TWELFTH CANTO:- 

The twelfth canto begins with the statement that Dharmaja with 
the support of his relatives tries to get back his kingdom through 
valour, from Suyodhana whose mind is smitten with avarice (^*1:). 
Accordingly ambassadors are sent to various kingdoms and allies 
start pouring in from all directions like the river waters flowing 
into the ocean. This suggests the depth of the hero Dharmaja as 
he is compared to an ocean. This is a quality that serves to depict 
sentiment Santa in him.”" 

Being informed by spies, Suyodhana too starts gathering allies, 
and in that proces.s, both Suyodhana and Arjuna go to seek the help 
of Srikrsna for their respective sides. This scene presents a beautiful 
exposition of the devotion and enlightenment in Arjuna and egotism 
and ignorance in Suyodhana. When they arrive Srikrsna is sleeping. 
Egotism makes Suyodhana take his seat at the head side of the 
cot and modesty makes Arjuna seek a seat at the feet of Srikrsna. 
Srikrsna puts a sort of test and Arjuna wins it by choosing Srikrsna 
instead of his armies. Thus the understanding of the real nature 
of divinity (dcoiiil-l) and the spirit of devotion are established in 

Arjuna and Srikrsna agrees to be the charioteer of Arjuna. Here 
Agastya by using one simile makes thi.s incident serve as an uddipana 
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vibhava of 5dntarasa. Here Dharmaja is compared to a Vidhi and 
Arjuna is compared to the Human effort/® As the effort results 
in the success of Dharma so the enlightenment and devotion of 
Arjuna also results in the righteousness and success of the hero 
Dharmaja. 

Afterwards the intelligence of Dharmaja is established here by 
the narration of his meeting with his uncle king 5alya, and taking 
his promise to help Arjuna during the war with Karna. Intelligence 
is one of the uddlpana vibhdvas of the 5antarasa. 

Here after the whole canto is replete vyith the description 
of uddtpana vibhdvas that sugget the Bhaydnaka and Adbhuta 
rasas. Bad omens such as earth-tremors, dust-rains, tidal-waves, 
blood-rains, bowlings of jackals etc., are described suggesting the 
sentiment of fear."® Later 5rtkrsna arrives at Hastindpura to make 
a peaceful settlement of the issues. Here the sentiment of surprise 
starts with the description of the curiosity with which the citizens, 
especially the ladies look at him on his arrival. The narration of the 
sdttvikabhavas in the city ladies enhances the sentiment of surprise. 
The glamour (1^), the confusion the perspiration (JR^O, 

tremblinbg (%4g:), stupefication (^srsffl), curiosity swoon 

(Rt?:), horripilation etc., are well described here. 

The manifestation of the universal form by 5rlkrsna 

« • I 

and the consequent surprise of all the people in the Kuru assembly 
brings in the sentiment of Marvel here. 

Thus the admixture in describing the uddjpana vibhdvas of 
sentiment of Suprise and the sentiment of Fear are presented here 
and as the effort of Srikrsna which is at the base of Surprise is 

# # f 

all directed in support of Dharmaja, the sentiment of surprise is 
also made subordinate to Sdntarasa. Moreover, the praise of the 
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quality of divinity in 5rzkrsna is itself forms a vibhava of 5antarasa, 
as suggested by Anandavardhana 

5rikrsna after consoling Kunt? at Vidura’s house enters the 

court of Dhrtarostra. He starts his advice to the blind king with the 

word ‘Sama’. Agastya uses this word as if to suggest the primary 

rasa of the Kavya. Krsna explains the dangers of war and asks 

Dhrtarastra to check his sons who are treading a wrong path. The 

blind king says that his son is not paying any heed to his word 

and hence he requests Krsna himself to advice his son directly. 

Accordingly 5rtkrsna advises Suyodhana to arrive at a treaty and 

to give up avarice. Inspite of such a piece of advice form his father, 

Srtkrsna, Bhisma and his mother Gandhari, Suyodhana does not 

relent. Instead he goes out of the court to make preparations to 

make 5r?krsna a capitve thinking that 5rikrsna is helpless at that 

moment. Srikrsna gets a hint from Satyaki and asks Suyodhana 

to see his (5rtkrsna’s) helplessness. He immediately manifests 
• • * 

his Visvariipa The description of it is quite appropriate and 
produces much astonishment.*’ Here Agastya uses a simile to 
denote the character of Suyodhana and his friends. Suyodhana 
is like an incarnation of ‘Sin’, Karna is like an embodiment of 
‘Anger’, Dussosana is like that of ‘Arrogance’ and iakuni is like 
the embodiment of ‘Deceit and delusion’. All the people are 
blinded by the great lustre of Visvarupa, but Dhrtarastra, Bhzsma 
are much astonished and think that their very births have become 
fruitful. 

Thus the whole canto presents a beautiful depiction of senti¬ 
ment of Surprise which is conducive to Sdntarasa. The feeling of 
surprise experienced by people in the court-hall is due to their wit¬ 
nessing the Visvaroopa. The vision of Viivaroopa naturally makes 
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one to realise the ‘Tattvajnana’ (i.e.) ;the true understanding of 
Divinity and the world arround. Such a thing is the basic factor 
for realising Santarasa. 

THIRTEENTH CANTO:- 

The thirteenth canto deals with two. incidents. The first is 
the attempt of Kuntt to win over Karna to the Pandava’s side. 
It is really a test to the character of Karna, but his steadfastness 
defeats her attempt. Later on preparations are made for the great 
war. Armies on both the sides rally at Kuruksetra. Here all the 
figurative expressions about the movement of the armies suggest the 
impending great catostrophe. The information that Balarama sets 
out on a pilgrimage, being disgusted with the impending destruction 
of his relatives in the coming war, serves as an uddtpana vibhava 
of Santarasa. 

Bhisma is selected as the leader of the Kaurava armies, and 
Dhrstadyumna is chosen to lead the Pandava armies. Then Karna 
decides to keep away from the battlefield as long as Bhisma is 
alive. The down fall of the evil forces headed by Suyodhana has 
its beginning in this decision. It pains Suyodhana much and to 
console him Bhisma promises to fight all the Pondavas himself and 
says that he will face any one on the battle field except Sikhandl 
Suyodhana asks the reason for the exception and Bhisma narrates 
his fight with his preceptor Paraiurama. The whole canto hereafter 
presents a detailed narration of the heroism of Bhisma. All the 
vibhdvas and anubhdvas of Vtrarasa are introduced here taking 
Bhisma as the diambana. But Vzrarasa here is not taken to its 
natural zenith. Hence it remains subordinate to Sdntarasa. 

The story of Amba’s penance, 5iva’s boon to her, and her 
rebirth as a daughter to king Drupada, are described in detail. She 
has been brought up as a male child and gets married to a princess. 
The controversy over such a marriage and the consequent attempt 
of her to commit suicide, and the Gandharva’s interference, the 
exchange of sex, all such incidents present a thrill at every twist of 
the story and the sentiment of Surprise in it sustains the interest 
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of the reader. Presence of the greatness of Siva and the ultimate 
knowledge of the possible ineffectiveness of the heroism of Bhtsma 
before Sikhandi on the battlefield helps the realisation of the 
sentiment of 5antarasa by impressing us about the effectiveness of 
devotion on one hand and the futility of mundane heroism on the 
other. 

FOURTEENTH CANTO:- 

The fourteenth canto starts with the narration of the prepera- 
tions for the war. Fear pervades everywhere. The armies resemble 
the oceans by their different noises. The moon goes down into the 
western ocean step by step as if he were perturbed and worried to 
see the coming destruction of the sons of his own family.®^ There 
arise many bad omens as if to predict the impending destruction 
on both the sides. Various uddtpana vibhavas that suggest the ba¬ 
sic mood Utsaha and the consequent Vzra are described in this 
context. On both the sides the heroic activity is described fully and 
here Agastya brings in the description of Yama God as the Deiika 
This suggests the fighting and the resultant destruction. 
According to rhetorics God Yama is the diety for bhayonakarasa 
and thus it is suggested here. 

On the battlefield suddenly Arjuna develops nervousness. His 
heart is overwhelmed by a spirit of pity and love towards his relatives 
whom he has to kill in the battle. Deep sorrow creeps into his mind. 
He drops the bow and the arrows and pleads his inability to kill his 
kith and kin simply for the sake of the mundane prosperity. Then 
5rtkrsna gives him the divine message (*mwftfn). He explains 
the true nature of the Self and all its activities, dispels his ignorance. 
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exhorts him to do his enjoined duty without any desire for the 
result. Finally he shows his Viivarupa and makes Arjuna bold 
enough to fight. 

Agastya says that the Bhagavadgita is divine philosophy and 
he also says figuratively that the waters of knowledge wash away 
the mud like ignorance.®^ Then Arjuna takes up his bow and 
arrows and decides to fight. Here the true nature of the universe 
and the individual Self, the duty of the individual etc., which are 
the vibhavas of S’antarasa are suggested though on a difterent 
dlambana, they remain as the reminders of the primary 5dntarasa. 

With Arjuna’s readiness to fight, the war starts and is pro¬ 
gressively described making use of various figures of speech.*® The 
initiative of the heroes with all its accessories is described. After 
the progress of war for a considerable period, and the consequent 
destruction, the opportune moment arises for the delineation of 
the Bibhatsarasa. Here after the various vibhdvas of Bzbhatsarasa 
are described. 

Thus in this canto both Bhaydnaka and Bibhatsarasas are com¬ 
bined. But the lengthy description of both Bhaydnaka and Bibhatsa 
rasas will not be palatable to the sahrdaya and hence to sustain 
the interest of the sahrdaya Agastya uses various transient moods 
(srf^’cildmcii:) of Srhgdra and Vira rasas also in between. Hence 
in almost every verse which describes the ghastly and loathsome 
scenes of war and destruction, one aspect or the other of Srhgdra 
Vyabhicdri bhdvas are described*® and finally the description of 
the terrific valour with which Bhisma fights for ten days is given. 
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The arrival of Sikhandi to fore-front and the Arjuna’s fighting and 
hitting at Bhisma are described. Bhisma falls down and wants to 
live till the uttarayana’ comes and here the experience of joy and 
sorrow in the Pandava and Kaurava army camps respectively are 
described. 

FIFTEENTH AND SIXTEENTH CANTOS:- 

Both the fifteenth and SKteenth cantos deal with the five days 
war under the leadership of Drona. Every description here helps the 
delineation of either Vira, Bhaydnaka or Bibhatsa rasas. Transient 
moods of 5rngdrarasa are introduced here and there 

to provide a relief. While describing the valour of Abhimanyu 
the Virarasa is brought in.''^” After his death the sorrow of his 
mother and his wife knows no bounds and its de.scription abounds 
in Karunarasa. 

Subhadrd keeping the corpse of Abhimanyu in her lap weeps 
incessantly and remembers the various deeds of Abhimanyu.''**'^ And 
Agastya says that princess Uttara weeps silently because of her 
innocence and the flow of her tears drenches her swollen belly 
(because of pregnancy).^''* 

The death of Abhimanyu arouses a deep and terrible anger 
in Arjuna and the story of the revenge he takes against Saindhava 
gives scope for Agastya to introduce the narration of Raudrarasa 
in this context. A gradual development of it, is presented here. 

This provides the seed (i.e.) the ‘Bija’ for the Raudrarasa of 
the context. After hearing the part played by Saindhava in killing 
Abhimanyu, Arjuna vows to kill him before the Sun-set the same 
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day.®° This development in anger provides what is technically 
known as ‘Bindu’ (i.e) sprout. The realisation of the difficulty in 
fulfilling the vow makes even 5rjkrsna worry much, and hence he 
takes Arjuna to Kailasa. This provides what is technically known as 
‘Pataka’, a side story. This is an episode where mastery of Pasiipata 
weapon is achieved. The part played by Srikrsna in clouding the Sun 
by his Sudarsanacakra and the death of Saindhava at the hands 
of Arjuna provide the zenith of the rasa. Thus the description of 
raudra here is welldone but it has been a subordinate rasa only, 
as its olambana is the anger in Arjuna, an upanayaka towards the 
erring Saindhava. It gradually rises and reaches its heights in the 
death of Saindhava. 

SEVENTEENTH, EIGHTEENTH AND NINETEENTH 
CANTOS:- 

In the next three cantos the heroic activities of different heroes 
on the battlefield are described. As a consequence of the fierce 
fighting eighteen Aksauhinis are killed and the description of the 
scenes of their fight presents a bitter experience of disgust. The 
descriptions of the blowing trumpets in the battlefield and the 
sounds of the bugles that accost the warrior to fight (uddipana 
vibhavas of vtra), the horrid scenes, squalor of bodies, blood, 
intestines, marrow, fat and other ghastly scenes of the dead and 
half dead on the battlefield (uddipana vibhavas of the sentiment 
of disgust) are described in the different incidents. The death 
of Ghatotkaca, the killing of Dusiasana by Bhima making his 
vow a reality, the fight between Arjuna and Karna, the killing 
of Karna, the death of Duryodhana, the terrific and loathsome 
exploits of Asvatliama, the ghastly murder of Dhrstadyumna and 
the Upapandavas are well described in these cantos. The sorow of 
the womenfolk over the deaths of their husbands is very pathetically 
described and here the Karunarasa is well depicted. The severity of 
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pathos that permeates the description of the sorrow of the ladies on 
the battlefield is relieved by intelligently bringing in different feelings 
and vibhavas of other interesting rasas such as 5rhgara and Vrra in 
addition to Bhayanaka and Bxbhatsa rasas.®^ As Anandavardhana 
points out the reminiscences of the ladies in this context enhances 
the sentiment of Pathos.®^ Karunarasa here reaches its zenith. 
The weeping ladies are the alambana, the basic mood is their 
grief (#^:) on the death of their beloved ones. Various pathetic 
scenes and gestures such as sighs, tears, desperate cries, fear, 
stupefication, trembling, choking of the voices are introduced with 
rriuch propriety.®^ The sorrow here brings in a feeling of disgust 
over the mundane pursuit, and thus the whole description of these 
rasas becomes subordinate to Santarasa. 

TWENTIETH CANTO: 

The last canto presents the primary sentiment 5dnta at its 
height. All the important vibhdvas of Santa are introduced here. 
It is clearly declared that Dharmaja is the hero of the Kavya. Here 
Agastya says that Dharmaja has got his kingdom back through 
‘His’ valour It is suggested that the heroism exhibited 

by both Bhima and Arjuna hitherto is subservient in the cause 
of Dharmaja. Agastya also says that under the shade of his royal 
umbrella the Earth enjoys happiness. Acquisition of the power over 
the whole land by Dharmaja is not vitiated by any spirit of either 
selfishness or greed. This is well understood when Agastya says 
that the young ones of the dead kings bow down before Dharmaja 
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with gratitude. This conveys that all the kingdoms are handed ov 
to their respective heirs. This shows the quality of ‘Aparigrah 
(Uncovetousness) in Dharmaja. 

Modesty and pragmatism (JTW) are the two importa 

virtues in a hero of 5antarasa. Agastya says that being iiimself 
most enlightened person (JTIqlrR;) and king (U^O Dharmaja tak 
Vidura as his minister and establishes the Varnasramadharn 
in the kingdom.®'* Lack of ill will and enemity is anoth( 

quality to be present in the hero of the 5dntarasa. Agastya di 
scribes Dharmaja as arfvRlH'qilfd?'and furth( 

says that Dhrtardstra feels more happy through his (Dharmaji 
devotion than through the behaviour of his hundred sons earlier.* 
Taunted by Bhima many a time Dhrtarastra proposes to go to th 
forests. The former’s references to the killing of Suyodliana an 
Dussdsana kindles self-pride in him. His helplessness turns int 
grief. He can not express it, but within himself he suffers mud 
Agastya compares him to a tree burning inside its own trunk. B 
contrast Agastya suggests the equanimity of Dharmaja. Dhrtardstr 
wails much over the narration of the death of his evil sons, bu 
Dharmaja maintains his poise even after undergoing severe suffei 
ing throughout his life. The spirit of renunciation in Dhrtardstr 
is a reaction and in Dharmaja the same idea of detachcmen 
develops gradually and it is well narrated by Agastya here®® b 
the descriptions of hermitages, great Risis and pious people wh( 
abound here. The spirit of renunciation by resorting to ‘Yoga’ is alsi 
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described here, when Agastya says that Vidura has taken to ‘Yoga’ 
(%h:) and compassion towards all beings (\n<;^i) by choosing to 

live amongst the animals of the forest, to realise final emancipation 
Dharmaja’s liking for asceticism is suggested when Agastya 
writes that Dharmaja stays for one month at the hermitage serving 
his uncle Vidura.®'^ Visiting hermitages and spending time with 
pious people there, are said to be the helping factors in realising the 
‘Tattvajnana’, the basic mood for 5antarasa. The description of the 
naked Vidura and his spirit of detachment and the scene wherein 
Dharmaja observes that even the fearful deer relieves its itching 
by rubbing on the limbs of Vidura seated still in his concentration 
are told here.®* These observations heighten the understanding 
about the true nature of the men and matters and this helps the 
depiction of 5antarasa. Here the mention of the fact that divine 
light comes out of the body of Vidura and merges into the form 
of Dharmaja heightens the same experience.®® 

Deep meditation (iFWlI^:) is one of the important virtues in 

Santa. Mental grief is a hindrance to attain such a samadhi. 
Here there is the narration of the incident in which Dhrtarastra 
can not attain proper Samadhi (Concentration). In this context 
through the words of Gandhari Agastya describes here some 
of the uddipana vibhavas of Santarasa. She says that perfect 
‘Japa’, ‘Dhydna’, and ‘Puja’ are necessary in a person to re¬ 
alise mental peace but they are absent in her husband 


®" 3^ gt illrdlcti: 

W (TfiiilMviH INI ^ 15^ gg; ii (20 - 19) 

®* ^ 1 

II (20 - 23) 

®® ^Jt^Pi <i<l'(.i'~4lld4ilHil=t^idi i 

argsJBifR ^ TRFrrgil fgiPti^ 11 (20 - 23) 



iiU AGASTYAPANDITA’s B^LA BHARATA 

« « 

Dhrtarastra.^°° 

« t • 

Next, Agastya describes Vyasa’s attempts to alleviate the men¬ 
tal grief of Dhrtarostra by bringing back to life the dead warriors 
alongwith their relatives, and the futility of such attempts also. In 
this connection Agastya says that those warriors come out of the 
river Ganga forgetting their old enemity. This suggests that the 
feeling of enemity is temporary and mortal and hence futile. It 
dies with the loss of the physical body itself. This incident is quite 
surprising and such a surprise helps the development of 5antarasa. 

Afterwards Dhrtarostra, Gandhori and Kuntz die, and on hear¬ 
ing the news Dharmaja experiences a touch of grief and performs the 
obsequies. Here Dharmaja does all this as an ideal householder. 
Sorrow is like the burning flame both within and out. But 

Dharmaja is a man who has overcome grief and he is a man of 
restraint, controlling his senses ('tfSO- Yet he is human and so he 

feels only a touch of grief (''FqO within.^°^ 

The next incident narrated in this canto is the episode of the 
destruction of Yadava race on account of the curse of the Risis 
even in the presence of God 5rrkrsna. Dharmaja has lost all except 
his brothers, wife and the seedling of his family Pariksit. His only 
hope and sustenance is God in the form of Srtkrsna. The news 
that such a God has become a passive witness to the destruction 
of his own race, strikes deep in the heart of Dharmaja. It gives 
him a realisation further into the reality of the mundane pursuits 
and the world around.^°-^ 

W Mulnqui ft’TTopsTrTPH II (20 - 30) 

1 ^^ PiqIHci)qI'«rl%Pr 4 ciifa r ii (20 - 44) 
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Here the futility of all the heroic exploits of Arjuna the best of 
the archers is also suggested when he is defeated by even ordinary 
foresters that rob the Yadava ladies in his very presence. Agastya 
here says that Srikrsna withdraws his divine power from Arjuna. 
Here he uses an adjective which suggests one who accumulates 
wealth, and thus it is clearly suggested that all accumulations of 
valour and wealth are futile when divine grace is withdrawn. 

Agastya declares that only to relieve the Earth of its evil 
burdens God Visnu descends to the world, enacts his role well 
in that direction and withdraws himself to his divine abode after 
accomplishing it.'°*’ Further he says that the whole of Yadava race is 
destroyed by the Kalapurusa.’°® This enhances our understanding 
about the true nature of the world around and the futility of the 
mundane pursuits. 


Last is the episode of the great journey undertaken by the 
Pondavas. On hearing the death of Srikrsna at the hands of a forest 
archer, their desire to live further is lost. They all take to saffron 
clothes. Here Agastya clearly brings in the preeminence of spiritual 
pursuit over that of mundane accumulations and extravagencies. 
The Earth is occupied by various kings, and their armies and in 
the earlier period the Pandavas have occupied it and cleared it of 
all unwanted evil forces. Now they start to cross the continuous 
rows of mountains, and cross various rivers and in the process 


fp%: II (20 - 85 ) 
31 ; II (20 - 60 ) 
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their path is not obstructed in any way.^°® Here, play on the 
words (both kings and mountains) cufenl (both army and 

river) ^n5[T (both expeditions and pilgrimages) suggests the same 
conclusion. Pandavas on their way, sacrifice the famous Gandz'va 
and the other bows, proceed towards the east to go round the Earth. 

Agastya says that on the way Draupad? falls down first. In this 
context Agastya describes her as sfff, (i.e.) one who 

is reduced in limbs due to fasting in religious rites. This suggest some 
of the Physical rites for the realisation of the final goal of human 
existence. One by one, Sahadeva, Nakula, Arjuna and Bhima fall 
down. On the enquiry of Bhtma, Dharmaja says that too much 
attachment to her husbands, pride in ones own intelligence and 
in ones own beauty, arrogance and belittling of other princes, 
and too much indulgence in gluttony are the respective causes 
for their down fall mid way. This clearly establishes the futility 
and ephemeral nature of all mundane vanities and desires. This 
realisation is the basic mood for the enjoyment of iantarasa of 
the Kavya. In S’antarasa the world whose futility is realised is the 
base (3TRTNFJ), and one who realises it being himself free from 
all mundane attachment can be the hero in the delineation of 
•Santarasa. In this Kavya the saplessness (PtHIKdi) of the worldly 
pursuit and attachment is suggested and the Dharmaja is the man 
who realises it and crosses bondages of the earthly affinities. Such 
a man alone is fit to attain final emancipation (^0 which is the 
supreme goal of human existence (4<*iy^N I8^). 


Inspite of such a detached life in the world, because of ones 
own association for long with the men and matters of the world 
around, a sense of belonging (ciiwhi) and the consequent affections 
to some one or something is possible and when one overcomes 
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that completely can realise the bliss of release from human bondage. 
This point is well suggested by Agastya when he says that Dharmaja 
refuses to enter the heaven without being accompanied by the Dog 
that has followed him all along. Dharmaja declares that it is not 
palatable to him to enjoy the bliss of the life in heavenly 

gardens or the company of his dear brothers, without the presence 
of that Dog.^°^ 

Afterwards the Dog reveals its identity as the God Dharma 
and finally Dharmaja enter the heaven alongwith the divine Dog 
(Dharma) and his presence, thus accompanied by Dharma in 
heaven, gives eternal bliss to all the heavenly beings also.^°® 

Thus we should note that Agastya strictly followed the 
directions given by Anandavardhana in the third Udyota of 
DHVANYALOKA regarding the delineation of sentiments. The 
story of this Kovya is not of his own imagination, but it is only an 
epitome of the famous MAHABHARATA. Hence he can not ex¬ 
hibit his fancy, but he must bestow much care and effort in arranging 
the various incidents of the epic into different cantos of his Kovya.^°® 
The different episodes of the epic are well known to contain their 
corresponding rasas.^^° So Agastya too adopts the same treatment 
here in regard to various episodes. Anandavardhana declares his 
opinion regarding the main sentiment in the epic and gives out 
his rationale for the same. Agastya keenly follows the arguments 
and analysis of Anandavardhana in this context. Andandavardhana 
says that the epic is a YITT3 and Agastya carves 

out his work as a Mahokavya. Anandavardhana says next that the 
epic concludes with a mood of despair consequent on the miser¬ 
able destruction of the Vrsnis and the Pandavas. Agastya too in 
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this Kavya in the last canto describes in detail how the Vrsnis and 
Pandavas met their end. Further Anandavardhana says that such a 
description produces a spirit of renunciation primarily.^^^ Agastya 
almost illustrates this opinion of inandavardhana in the last canto 
of this Kavya. 


* * 
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BALABHARATA 
A STUDY IN STYLE 



Agastya in his KRSNACARITA while describing the heroine brings 
in a simile and says that Vaidarbh^ (Rukmini, being the daughter 
of the king of Vidarbhadesa is known as Vaidarbhi) possessing 
different virtues, and a muscial sweet voice is chosen by 5rikrsna.^ 
The different adjectives used in these lines convey Agastya’s view 
on the characteristic features of the famous Vaidarbhi style which 
he adopts in his literary works. 

is the first adjective employed here. 
It suggests the systematic effort in study and practice of crafts¬ 
manship of a poet. Thus according to Agastya, study 
and regular practice (3t«!TRT:) are must for a great poet. The 
second adjective used here is It refers to the 

presence of various poetic qualities and attributes both pertaining 
to the word and its meaning such as Prasada, Madhurya, Ojas, 
Kanti, Samadhi, Saukumarya etc., in a composition as enunciated 
by Dandin, Vamana and other rhetoricians. The third adjective 
used here is it refers to the presence of sweet, reso¬ 

nant musical sounds of the syllables and words expressed, and their 
easy enjoyability by one and all as in a Vina concert. Thus it stresses 
mainly the excellences of the sounds of the words used therein. The 

' KRSNACARITA - Page 90, Line 22, Pub. by T.S.M. Series. 155' 



156 


AGASTTYAPANDITA’s B-4LA BHARATA 


fourth and the most important adjective used here is 
It suggests Agastya’s view that mastery in and beauty of poetic 
style is a divine gift secured as a result of hundreds of meritorious 
deeds. Such is the opinion of Agastya on poetic style in general 
and his own style in particular. 

The fascination for the word ‘VaidarbhT is so powerful that 
many of the critics on rhetorics refer to Vaidarbhtr7ti as the best 
form of style or type of poetic expression. Band in the famous 
writer on rhetorics is the first person to suggest two types of 
styles namely Vaidarbhi and Gaudi. He calls them ‘Margas’. He 
says that “Margas are infinite and their differences are subtle. 
Sugarcane and milk are both sweet but the difference in taste is a 
fact, yet very difficult to explain.”^ According to him Vaidarbhiriti 
is better. The famous critic Vamana adds one more style namely 
‘Pancali’ but praises the Vaidarbhtriti as the best of the three as 
it is replete in poetic excellences . He is the first 

critic who gives a special status to the ‘RUi’. He calls it the soul 
of poetry. The adjective used by Vamana and the 

adjective used above by Agastya correspond 

and on many occasions Agastya follows the path laid down by 
Vamana in introducing various poetic excellences in his Kavya. 

This adherence need not lead us to classify and confine Agastya 
to the ‘Riti school’ of rhetoricians and poets who hold that style is 
the soul of poetry, for in the same KRSNACARITA he expresses his 
special favour for the suggestive expression (i.e) Dhvani in poetry.® 
Thus it is clear that Agastya is of the opinion that suggestive sense 
is the essence of good poetry. The inter- relationship of both Guna 
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and Dhvani is clearly stated in DHVANYi^LOKA as follows:- “Use 
of the excellences of both word and sense as conducive factors in 
the depiction of Rasa forms the subject matter of DhYanimarga’"* 
and Agastya adopts such a style in his Kavya. 

A TOUCHSTONE OF THE POETIC STYLE:- 


In this connection it will also be proper to keep in mind 
the views of the famous Banabhatta. about the relative beauty 
and importance of different poetic qualities and styles. In the 
introductory verses at the beginning of his HARSACARITA Bana 
says as follows:- 




Dr. Raghavan explains the above verses in the following man¬ 
ner: “The bare idea is stale, but a novel turn given to the idea 
makes it striking (i.e.) (^s*lf) The natural description of things 
as they are can be effective, if the description is not bald 

and ordinary (HITOT) The slesa of the ‘Udicyas’ is welcome, but it 
should be ‘Aklista’ not forced. The Aksaradambara of the Gaudas 
has its own beauty, but all this has any beauty only if the ‘Rasa’ 
is transparent in the piece TO:) It is very difficult to com¬ 

bine these virtues, but when one achieves it, he is a great writer 
indeed. In these verses Bana has spoken of four different styles, 
each definite and distinct, with its own emphasis on one particular 
feature but has voted for casting away an over emphasis on each 
of these four characteristics, and for moderately and appropriately 
combining them into one good style which looks like the Nisyanda 
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(i.e.) essence of the four.”® 

In BiLABHARATA Agastya’s style is such a Nisyanda. How 
he effects it and how far he is successful in his style is analysed 
here. And an estimate of the literary personality of Agastya the 
man will also be made at the end of this chapter because the style 
is not different from the man whose conscious effort it reflects. 

THE STYLE AND THE STORY:- 

A careful study of the purpose of writing this Kavya and the 
nature of the story and the character of the hero in it and the 
main sentiment depicted therein gives us an insight into the style 
of the poet Agastya. Agastya wants to instruct his readers in the 
four-fold purpose of human life. He wants to inculcate a spirit of 
enlightened devotion to the Almighty and an ardent dedication to 
one’s own duty. If such an instruction in ethics is the only purpose, 
clarity of idea, and simplicity of expression will be sufficient, and 
then the work may deteriorate into a bare narration of good ideas 
with an insipid ordinariness.® But this is a Kavya presenting a 
variety of Rasa and a world of human characters in action. Hence 
the word and expression should suit the individual character and 
the situation and above all it should maintain the harmony of the 
theme and the form. Thus in one word it is the ‘Aucitya’,^ as it is 
called in rhetorics that is the touchstone for the study of the style 
of Agastya here. Creation of the poetic situation, equiping it with 
details, selection of the word to suggest the sentiment in tune with 
the innate nature of the character are to be observed here. 

The BALABHARATA is the story of royal cousins and their 
kith and kin. Hence, variety, grace and dignity of the word and 

_ ® V.Raghavan - Sl'UDIES ON SOME CONCEn'S OF THE ALANKAlU 
5ASTRA - Page No. 133. 
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expression should be maintained throughout while de¬ 

scribing the royal story. But Santa is the main sentiment and 
Dharmaja is the hero. So an understanding of the real nature of 
the world around and its ultimate futility forms the basic mood, 
and it is to be kept up all through. The divinity and piety of the 
hero is also to be carefully maintained. Plainness, clarity and fe¬ 
licity of word and expression alone suit the given situation. Hence 
in this kavya Agastya resorts to lucidity and clarity of expression 
which is technically called ‘Prasadaguna’ and also to sweetness in 
expression which gives delight to both the ear and the mind which 
technically known as ‘Madhuryaguna’ without neglecting the royal 
dignity of the theme. 


THE STYLE AND THE GUNAS:- 

n 

The Gunas or the poetic excellences provide a base for a poet’s 
style. They are pervasive throughout the Kavya. In fact qualities 
are those which pervade each and every particle of the object 
they qualify. Hence every verse of this Kavya can illustrate some 
poetic excellence and also the originality and the special style of 
the poet, Agastya. Here the skill of Agastya in using various poetic 
excellences will be illustrated mainly from the descriptions of the 
first canto. The very first verse of this Kavya is so composed that 
all the ten gunas or poetic excellences as enunciated by Vamana 
and others can be illustrated in it. 

On the very first reading of it we are reminded of the verse of 

llrfn... which has been taken to 


serve as an illustration of as many as four sabdagunas namely Slesa, 
Madhurya, Arthavyakti and Saukumarya as suggested in the com¬ 
mentary KiMADHENU on the KAVYALAiVKARASlTTRiNI 
of Vamana.® 

Hence the first half of the above verse that runs parrallel to 
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irst half of Kalidasa’s verse can be taken as an illustration 
ose sabdagunas. Agastya writes the other half of the verse 
•ating some more gunas as defined by Vdmana. 

/amana explains the guna sNt in five different ways, 
verse can illustrate a few of them. The quality 
(i.e.) ‘usage of series of words instead of a single word’ is 
rst amongst them. In this verse Agastya uses two words 
TO: and instead of single words like ‘Candra’. The 

;r illustrates the above variety and the latter illustrates second 
y namely (i.e.) use of a single word in order 

nvey the meaning of a sentence. Vdmana u.ses the experssion 
^ to illustrate the earlier variety® and taking clue 

him Agastya probably uses the word 
The fifth variety according to Vdmana is (i.e.) 

ipriateness of meaning due to the use of particular epithets 
1 bear a special significance in the given context. The words 
TOTO: and of the above verse can illustrate the 

By the former the piety of the Lunar dynasty and the dlcKHW 
offspring (with special reference to Dharmaja) are suggested. 
: two qualities are wellknown as Vibhdvas of 5dnta the main 
nent of this Kdvya. And if the word is not used, 

jcond half suffers with incongruity in sense and the meaning 
is word too further suggests a vibhava of 5dntarasa of the 
a. 

/dmana’s Prasadaguna when applied to the ‘Sense’ is defined 
? (i.e.) Mil'll^ (i.e.) clearness of meaning 

g from the use of such words as are absolutely necessary. This 
can be taken as an example for clarity of sense conveyed by 
wellknown adjectives of Moon. No adjective is superfluous 

Samata (i.e.) homogeneity of diction is another guna referred 
Vdmana. As an Arthagunait insists upon a proper.sequence of 

W wragw ftsr I (' ^ F il ' sqiel^-ctiKtj^H i ru i 2 - 25 - 2, ^ 37) 
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ideas and this verse with such a planned and purposeful arrangement 
of ideas can illustrate the same also. 

The poetic excellence called ‘Samadhi’ as connected with sense 
means (i.e.) excellence which leads to a concentration of the 
mind for the comprehension of the meaning. Vamana classified 
this into two varieties. One is ‘Ayoni’ (i.e.) original, and the other 
is ‘Atyaccayayoni’ (i.e.) borrowed from some other source. By the 
very fact that this verse, as already stated shows the semblance of 
Kalidasa’s famous poem the latter variety is illustrated, but it is 
written with much deep thought to suggest the main theme and the 
sentiment of the Kavya also. Hence the originality in Arthadrsti is 
also present here. 

Udarata is another guna. It is the absence of vulgarity in the 
manner of the presentation of the sense. In the said verse there is 
nothing vulgar and hence it can illustrate the same aLso. 

According to Vamana ‘Kdnti’ is another excellence. Tt is 
known as the richness of words without which the composition is 
stale. Aujjvalya and Djptarasafva are the two varieties of ‘Kanti’. 
It is quite evident that both can be illustrated in this verse. 

Such will be the machanical analysis of the Kdvya stanzawise 
and in every verse a few poetic excellences are bound to exist. This 
type of analysis and its reading will lead to monotony. Hence it is 
sufficient if we note that this verse has got Prasadaguna (i.e.) clarity 
of sense Mddhurya (i.e.) sweetness of sound and also provides a 
vibhdva of 5dntarasa of the Kdvya. ft can illustrate the vaidarbhz 
style. Its novelty in expression is explained eLsewhere (page No. 46). 
Jt comprises all the conditions described by Bdnabhatta regarding 
good poetry. 

gTMT fWIT 1 

II (l - 2) 

This is the second ver.se of the Kdvya. How the novelty in sense 
(^s*!:) is brought in by the above verse is also discu.ssed elsewhere 
in this Book (page No. 47). This can also illustrate the absence 



162 


AGASTYAPANDITA’s Bj4LA BHARATA 

of mere ordinariness ('JTF'icTT) and also there is the quality ‘Slesa’ 
which is not difficult to comprehend. In the word (uHlMe-otT) there 
is a pun on (fTR:). It means both darkness and ignorance and both 
the meanings are easy to be understand and finally it 

also suggests Vibhavas of Santa namely ‘dispelling ignorance’ and 
‘possession of the divinity. The use of conjunct consonants such 
as jf can illustrate the ‘Vikataksarabandha’, yet 

neither the lucidity nor the sweetness is effected here. 

The main narrative of this Kavya begins with Santanu’s story. 
Here Agastya gives his first pen-portrait of the Kavya namely the 
beautiful Gahga. Her natural beauty is effectively portrayed here 
in the following lines:- 



aifer ii (i - 17) 

She wears a smooth upper garment which half covers and half 
exposes her breasts. A smile on her moon like face shines at the 
king who is like God Cupid. The speciality here lies in using the 
adjective God Cupid is said to possess flowers as his 

invincible arrows in winning the hearts of lovers. Such a ^antanu is 
won over by the smile of Ganga. By this description the superiority 
of her beautiful smile as an arrow is suggested. This verse and the 
pen-portrait of Gangs therein, can stand as an illustration of the 
famous line of Kalidasa (i.e.) M (4 

Here the little alliteration with distinctness of words and exclusion 
of long compounds (Madhurya) providing easy comprehension of 
both the word and the sense (Prasada), present a vibhava (a smile 
of acceptance) of Sfhgara Rasa. 

There is another notable point here. By writing the line jPT 
RH: b? Agastya reminds us about 

the story of 5akuntala, and immediately our minds draw parral- 

i«i UAfiTiTAAn fhis Hurt VinffC niimplv DllWiinfa 
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without resorting to any denial of love, the effect of the love episode 
of Santanu with Ganga increases and the beauty of the Kovya is 
enhanced. 

While describing the happy conjugal movements of Ganga 
with iantanu in the palaces studded with gems. Agastya draws a 
comparison between her movements and the movements of the 
flow of the river Ganga through the caves of Himalayas abundant 
in gems. Thus the following verse acquires a special movement. It 
resembles the flow of Ganga through caves and rocky plains. 

11% TTfin ffill^Roi 711^ II (1 - 25) 

This verse exhibits a sound effect of the pleasant and graceful 
overflow of sonorous brooks. There is pun on the words 
and As mentioned earlier these words are of very easy 

comprehension and also enhance the beauty of the composition. 
This verse contains many liquid consonants suggesting free and 
causual movements. As it describes the conjugal bliss of the 
couple it is pervaded by sweetness (Madhuryaguna). 

Next, the style shifts to Ojas when king iantanu objects to 
the killing of the sons. This change of style is clearly suggested 
verbally when Agastya writes (1 - 28) The 

frequent use of i?, TI, ^ and in the following verse suits the 
pungent meaning of the speech wherein he chides Ganga. Even 
the pronounciation of the verse brings in a sort of harshness. Even 
a lay man can understand easily that the whole situation is packed 
with either anger or a seriousness of emotions. 

^ ^ fmnsfef feir*? fig Jigtn i 

^ Ff i? gfRTRflg ii (i - 29) 

Ojas as an Arthaguna can be illustrated in the following verse 
in the first canto of this Kdvya: 

3TT5IR trI ^FiTfr f^lfig TFT 

gg % 3 Fmi 5 r^ 11 (1 - 57) 

According to the epic the name of the fisherman-lady is Kali 
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and sage Paras'ara blesses her with a fragrance of the body. H( 
this fact is conveyed in his own special way by Agastya. He s; 
that king Santanu being drawn towards the source of an attract 
smell traveles a distance of one ‘yojana’ and finds its source to b 
lady. This type of expression of a simple fact by the use of so m< 
words is called Ojas pertaining to sense according to Vamana. 

On seeing that lady Koli: who is like the sprout of the t 
called Manmadha, the king adresses her with sweet words. In ' 
following verse the quality called ‘Udarata’ 5^1^ 


present. 

gflcn ^ ii (i - 58) 

Here the quality called ‘kanti’ is also discernible along w 
‘Udarata’. The sense of the verse can illustrate the same as 
contains the praise of her qualities. 

Later on while describing the love sickness of 5antanu Agas 
writes the following line, (f^ Jrr'fl' 

Here tlie style slackens on account of the use of sim 
soft letters, mostly first and the third of the vargas. They mar i 
smooth gait of the verse and suggest the love pangs of the kin| 

In the following line Agastya describes the terrible vow 
Bhlsma. To suit the tone of it he adopts the poetic excellence cal 
Ojas. Density is brought in here by the use of harsh consonani 

II (l - 68) 


Again the last verse of the canto which describes the sorrow 
demise of the prince of the Kuru family and the consequent k 
lessness and grief of the people illustrates slackness of the st 
The use of simple letters in this verse suggests the poetic qua 
5aidhilya. 




Thus so far various poetic excellences that adorn the st 
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of Agastya are shown taking the first canto of this Kavya as the 
base. And in addition to the intermittent illustration of the various 
poetic excellences present all along the Kavya, some of the special 
features of the style of Agastya will be analysed hereafter. 

THE STYLE AND THE DIALOGUE: 


Agastya’s skill in writing the dialogue in accordance with the 
psychology of the speaker’s person and the situation can be illus¬ 
trated from the second canto of this Kavya. 

Generally Agastya introduces every character in his Kavya 
with an utmost natural description. In the first verse of the second 
canto Agastya introduces both Satyavatt and Bhtsma without any 
ostentation or even without using any qualifying adjective.^® Situa¬ 
tion demands such a presentation. After the obsequies of the dead 
prince they discuss the future of their family. She directly hints at 
his knowledge of 5astras and Traditional practices and asks him 
to beget children through her daughters-in-law. It is a clear and 
direct talk and so also is the composition of the following verse. 


II (2 - 3) 


Bhtsma finally negatives such a proposal with a stubborn ex¬ 
pression. We can hear the stubbornness of him in the following 
lines of Agastya. f^RF «'^ldi rH'^lrJiRiiiii ^TfTFg=F2Ff:l 

Repetition of hard consonants and especially the aspirates, suggests 
the rigidity in his above expression. But Bhtsma suggests a way 
out. Then Satyavati speaks with shyness about her earlier union 
with sage Parasara. And here Agastya’s style is very remarkable. 

Hitherto Satyavat? is direct and clear in her speech, but when 
she is compelled by circumstances to narrate her earlier secret life 
she blushes. Naturally in such a situation anybody would some 
what falter in speech. Keeping this possibility in view probably 
Agastya uses far-fetched expressions in two or three verses. First 
Satyavatz speaks as follows about her duty of boat-rowing in the 


gg-. i (2 - i) 
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river Jamuna. 


3TI iTO 45f?%i=i^5Ffr!TT 


In the next line she speaks about the arrival of sage Paraiara 

there and about his desire to beget children.TOfR;i 

(2 - 7) By then Agastya completes one verse and Satyavati’s speech 
continues to the next verse also yet she does not divulge the main 
fact. Slowly she says that the sage was unable to bear her body’s 
pungent odourCP PRWRT ^ .... )Even now the truth 

is not out. Then again she says that the sage gave fragrance to 
her body .... One more sentence is spoken 

yet the truth is not expressed. Finally she mentions her fear of a 
possible curse first, and then her implicit obedience in following 
the sage to the snow clad island in the bed of the river Jamuna. 
ipT[ ^ ii (2 - 8) 


By then another verse is over and finally in the next verse 
she discloses the instantaneous birth of a sage with locks of hair. 
Quickly she compares him to the fire and herself to Arani (pious 
sacrificial wood) and suddenly goes eloquent about the greatness 
of her son, who can classify the infinite Vedas single handed, and 
get the reputation as Vyasa the classifier. 

sqra ?isrmpTiti ii (2 - 9) This 

elaboration of the qualities of the son by Satyavat? makes the fact 
of her giving birth to a son even before marriage in secrecy to 
be cleverly slurred over and at last any how the truth is out, but 
her anxiety and her fear about the possible reaction of Bhzsma on 
hearing this secret makes her falter. Then Agastya makes her to 
speak as follows:- 

m II (2 - 10) 

Here the order of the words is so zigzag that it reflects her 
confusion and nervousness. Yet neither the clarity nor the beauty 
of the situation is neglected by Agastya. Satyavat? soon regains her 
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composure and she says that her first son, can, on her command 
produce sons through his brothers’ wives. Without giving even 
a minutes gap she asks Bhisma’s permission to invite Vyasa for 
that specific purpose of begetting children. Finally with Bhisma’s 
acceptance the purpose is served. After this analysis, we feel the 
anxious fearful Satyavati’s presence before our eyes and we enjoy 
the confusion in and shrewdness of her speech more. 

Later on while describing the union of Vyasa with the royal 
daughters- in-law Agastya uses a special style. Here their mating 
is without mutual love. So it is neither Srhgara nor an ‘Abhosa’ of 
it. It is a mere sex act for begetting sons. The sage has no passion, 
and the ladies are much reluctant. So neither Madhuryaguna 
nor 5rngara Vibhavas are to be described. Here alongwith the 
description of the ugliness of the sage, Agastya uses syllables 71, 

X and other hard consonants also, without neglecting the clarity 
of meaning. Aanandavardhana clearly says that 71 and conjuncts 

of 7 are quite inconsistent with Srhgararasa.^^ The same idea is 
illustrated here in the following verse;- 

3^ 4|u§'^-nl(q«t>kd: II (2 - 2l) 

The third time a servant-maid is sent to meet the sage. She 
is anxious and happy to beget a son through such a great sage. So 
here Agastya immediately changes the type of composition. In the 
following line ^ II (2 - 

24) the sweetness and the grace of her gait is effectively conveyed. 

TTieir union also is not in any way 5rrtgara, so Agastya suggests its 
Abhasa by comparing Vyasa here to a deer.*^ 

While describing the story of Kunti in begetting a son through 

Tprft tl T II 3 - 3,1 114) 

cFiT iHebiH Jl[d4't«MI41 I 

^ ^ II (2 - 25) 
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Sun God Agastya uses words very suitably. Kunti keeps her son in 
casket and sets it afloat on the river stream. It goes tossing on the 
waves to a place where a childless couple are bathing. The following 
verse illustrates the movement of the casket and the pleasure of 
the couple in securing a son. 

^ tRT •qSTI I 

71^: Phr ?T ^ II (2 - 48) 

The alliteration and the swinging movement of the lines suggest 
a sort of lullaby to the boy sleeping in the casket, going down the 
stream. 

The following verses of Agastya clearly suggest the tumult of 
the game, undertaken by king Pandu. 

^ tT5f I 

^ srzf 1|TSfT «r^ II (2 - 54) 

THE STYLE AND THE CHARACTER;- 

Agastya’s skill in character delineation can be illustrated in the 
third canto. Here Suyodhana the villian of the Kavya is introduced 
for the first time. It is quite well known that Suyodhana is the 
arch enemy of the Pandavas. How does this enemity develop? Is 
it simply for the sake of kingdom or is it there from the beginning? 
This enemity in him has a gradual growth. This fact is suggested in 
this canto. The last verse of the second canto mentions that Bhtma 
in his boyish temper used to tease Kauravas during games played 
amongst themselves. And in the third canto the scene of the play 
ground shifts to the river bank. Agastya here says that Bhtma is 
asleep being tired of swimming. Then Duryodhana first tries to 
kill him by binding and throwing him into the river. Here Agastya 
uses the word Describing the temperament of Suyodhana 

towards Bhima and in the next verse Agastya uses the adjective 
also to denote Suyodhana. Suyodhana tries to kill Bhima 
by poisioning the food. Hence in the next verse Agastya uses the 

atPltnPpfltT (3 - 3) 

(= (3 - 4) 


14 
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adjective denoting Suyodhana. Later Suyodhana binds him 

a second time with ropes and throws him into deep Ganga waters. 
Here Agastya describes Suyodhana as a (713:).^® Thus the dislike 
of Suyodhana of the first verse develops into hatred in the next 
verse and finally it acquires evil minded ness and he finally acts as a 
rogue (■?T3:). Thus the analysis into the development of the mental 
attitude of the villian, speaks well about the poet Agastya’s style. 

While describing the entry of Bhtma into the Nagaloka, 
Agastya uses the words and Mi«Id: etc., to denote him 

and the word to denote the king of serpents. Thus 

it suggests the reason for the affection between the serpents and 
Bhima as the former live on air and the latter is the son of Air 
God. 

The following verse of Agastya written while describing the 
entry of Arjuna on the arena to exhibit his skill in archery can 
illustrate his style of introducing novelty into the description. 

grartlRI II (3 - 42) 

Here Agastya makes seemingly redundant use of adjectives. 
But actually it suggests the wiwPt: performed by Arjuna to 
his teacher Drona. At the feet of his guru he bows his head, he 
offers his bow, his armour and the quiver sacks. It is a traditional 
practice. Even after being dressed like a soldier with all his armour 
etc., Arjuna reverentially prostrates before his teacher on the open 
field. Thus Agastya highlights the devotion of Arjuna towards his 
preceptor. 

Agastya takes great care in describing even the otherwise, non- 
important minute details of any incident in the epic story. Such 
a habit speaks well about the nature and the style of Agastya. In 
the fourth canto after describing the escape of the Pandavas from 


5#r: i (3-6) 

w: I (3-7) 



170 


AGASTYAPANDITA’s B^lLA BHARATA 


the house of lac Agastya says that the opening of the underground 
tunnel through which the Pandavas escape, is covered up with the 
ashes of the burnt house.^^ The narration of such details is of 
no direct use to the story, that too for an epitome of the epic. 
Yet it shows the minute observation and care of the poet in his 
descriptions. 

Agastya introdues the demon Hidimba with eloborate detail. 
The very narration presents his (demon’s) physical form before our 
mental eye. His reddened eyes shoot out sparks of his anger, his 
face is terrific with its knotted eyebrows. The demon enters licking 
his lips with his stretched tongue. 

5ns^ 3^ Writer: 11 (4 - 23) 

This gives a vivid pen-portrait of the demon Hidimba. Agastya 
excels in such artistic skills. 

In an epitome the poet will not have much scope to convey his 
own impressions of the characters. However a skilful writer makes 
use of even the slightest opportunity to do so. This fact too has a 
bearing on the style of the poet. 

In the fifth canto Agastya finds an opportunity to introduce 
some of the important features of the characters moulded by himself 
in this Kavya. Through the words of Dhrstadyumna during the 
course of introducing different suitors in the Draupadt swayamvara 
episode Agastya gives expression to his own opinions. First he 
introduces Duryodhana and specially praises him for his fortune 
and wealth. He compares him to God Kubera. Agastya writes 
this with a special purpose. According to the tradition Kubera is 
also known as a chief of evil beings or spirits of darkness. As if 
to suggest latter meaning also, Agastya immediately introduces 
Duisasana, as the next suitor. Here he compares Duryodhana 
to serpent Sesa and the Kauravas to other serpents that attend 


17 


-9) 


grti ^ 1^: (s - 2) 
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on Thus the greed of the Kauravas for wealth and their 

evilmifidedness are also suggested here. Next he brings in Sakuni 
and makes a mention of his skill in playing the game of dice.'^® In 
the same versfe Agastya introduces Asvatthama also as a suitor and 
compares him to Pindki.^* The word Pinaki generally refers to God 
5iva. particularly it is the name of one of the eleven Rudras that 
cause final destruction. This suggests the final destruction caused 
by Aivatthdma towards the end of this Kdvya. Agastya links the 
names of these two only to suggest the basic cau.se (i.e.) the game 
of dice and the final destruction caused by Brahmaiirondmakdstra 
in the main Epic. Otherwise he would have introduced Karna 
immediately after Sakuni. 

At so many places in BALABMARATA when he makes a 
change from the content of the Epic story Agastya invariably uses 
some of the exact words of the Epic itself to suggest us his conscious 
deviation and his careful study and reverence of the original Epic. 
This is a special feature of his style in this Kdvya. This practice 
of him enhances the quality of his Kdvya and by that, readers also 
feel as if they were reading the original Epic itself. 

In the Svayamvara episode, after the description of the defeat 
of the Kauravas at the hands of the Pdgcjavas, Agastya writes that 
the former start for home accusing PurScana on the way.'^^ It is a 
psychological point. The defeated Kauravas search for lame excuses 
for their defeat and out of all such excuses, blaming Purocana a 
servant of theirs, exposes their own meanness. 

While describing the heroic exploits of Arjuna in helping God 
Agni to devour Khdn^ava forest. Agastya’s style is significant. 
The heat of the summer and the burning ferocity of forest-fire 


19 tptt i^r i (s - 3) 

atRrRfg-^ts'^m'a'Ki yfNf ^ fiRRSt i (5 - 4) 

iNiPidl: ct,u?^d J|q|^ I 

II (5 - 7l) 
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and the heroism of Arjuna are all clearly reflected in the style 
of the composition of this part. Thus, technically it is ‘Ojas’ that 
predominates the description. The following verses can illustrate 









II (6 - 82) 


While describing the city of Jarasandha, in which thousands 
of princes are chained with hand-cuffs Agastya writes the following 


verse:- 



(7 - 11) 


Here the syllables and words resonate the gingling sounds of 
the iron fetters of the prisoner princes. 

Bhima and Arjuna accompany Krsna in the expedetion to 
kill Jarasandha and in describing that situation Agastya uses the 
words with dual number repeatedly, suggesting the two tusks of 
an elephant which is here compared to Srikrsna. For example 
^ are used and the letters and ^ are 


repeated here suggesting the same effect. 

THE STYLE AND THE VOCABULARY:- 

Coming to the scene of the game of dice, we notice that 
every word here is used continuously and with much significance. 
Dharmaja stakes Draupadi as a wager. It enrages Bhima. He 
raises an objection. Then Arjuna advises him to be silent and says 
that Dharmaja is justified in his action. Immediately Bhima keeps 
mum. Agastya writes Arjuna’s dialogue in such a way that it makes 
Bhima shut his mouth. Actually Arjuna is the person who hits the 
target at Svayamvara and wins Draupadi as a wife. Such an Arjuna 
says here as follows:- 

TRI Jigfhfi RlPl4lcljHlv i: I 

ii (7 -71) 
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Here Arjuna asserts that DraupacH is the beloved of all the 
five (^0 his word suggests the equal right over, and love towards 

her. ft also suggests that the very birth of Draupadi is to win the 
love of Arjuna and so his special favour for her. Then Arjuna 
mentions the speciality of Dharniaja by using the words, ‘Rajd’ and 
‘Prabhu' both seeming to be of the same meaning. But they both 
suggest the special status of Dharmaja. Another speciality lies here 
in the use of the adjective which suggests the idea that 

Bhima has got another wife Tfidimbi' where as Dharmaja has only 
one wife ‘Draupadi’. On hearing the words of Arjuna pregnant 
with so much thought Bhtma is silent. 

In this Kdvya Agastya mostly uses the word to denote 

king Dhrtardstra suggesting his intelligence in understanding and 
dealing with his affairs. But here, after the attempt to strip Draupadz 
in an open court in the very presence of the old king, Agastya 
u.ses the word to denote Dhrtara.stra, reminding his readers 

about both his mental and physical blindness. But immediately 
suggests his helplessness and sympathy also in the matter by using 
an adjective TtgcTN: in this verse. TTiis illustrates the special skill 

and concern of Agastya in selecting words for his composition. 

In the description of the KiratarjunTya episode the ferocity 
and the piercing noises of a forest boar are heard when we read 
the following verse of Agastya. 



KiMEIZIEIEKRigl 


■ II (8 - 28) 


The loose and simple letters of the second half of the same 
verse reflect the diffusion of the cloud and the destruction of the 
boar. Thus an apt comparison is drawn between the cloud and the 
wiltl boar here. 

Agastya’s keenness of observation of the way of the world is 
quite evident, when he describes the hand to hand duel of Arjuna 


with the ‘Maydkirdta’. He says that Arjuna touches the sand and 
rubs the palm with it and then takes to fight.... T^Tl^^^IrRT^'hlfhFfT 
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... (8 - 4l) This practice detailed in the above line is 

in vogue even amongst the wrestlers of to-day and in the following 
verse he describes how they both clasp and cross their fists and 
shoulders, and how they fall down in the wrestling bouts with a 
heavy thud.^^ 

At the end of the same canto Agastya suddenly changes the 
style of the composition and also the metre to bring to reader’s 
mind the movements of the waves of the sea in which the demons 
are hiding. Here he describes the armies of the Nivatakavacas in 
the following verse.^'* Here the use of words brings to our mind 
the movements of the waves, The frequent use of the leter "h with 
‘Bindu’ prefixing it, quite naturally reminds us the word fOT. 

The change of metre is effected here in the following verse. 

%Mwi: 

gwft ^ ^ sqrPSId II (8 - 78) 

It describes the just invoked ‘Paiupatastra’ by Arjuna. The 
brightening effect of the various terrific wild animals that came out 
3n the use of the missile is reflected by the style adopted in the 
ibove verse. 

In the gho^yatra episode, being defeated by Citrasena, Karna 
lees from the battlefield. Here the line WKo|(i*KH: with its 
yllables ^ and ^ and their combination with T echos the running 
ound of Karna. The word 3PRR is significantly used here. The 
kill of the poet is known from such a usage of words. Here it is 
ot ordinary Karna that flees, but it is Karna, the king of Ahgadesa 
W flees leaving his friend and benefactor Duryodhana to his fate 
1 the battlefield. We have to remember here that Duryodhana 
donated Karna over the kingdom of Aiiga pinning hopes on his 
dour and skill. The irony of the situation is suggested by this 


fsnPrtiOciiwi i (8 - 42) 
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single word ^h'kH here. Similarly the use of words like 

and which convey the vibhavas of Tlicl in this context to 

denote Dharmaja is very significant and the same is explained in 
another chapter, (page No. 135). 

THE STYLE AND THE PROPRIETY:- 

Agastya’s style is at its best while describing the Vtrataparva 
story of the epic. He devotes two full cantos and presents them 
very carefully. Here the Pandavas have to live for one year. If 
their identity becomes known during this one year, they will have 
to undergo the twelve year forest life once again. It is against 
the principle of Dharmaja to speak untruth. In such a situa¬ 
tion Agastya skilfully employs such words which convey the truth 
and yet which do not disclose Dharmaja’s identity. Here Dhar¬ 
maja tells Vtrota that he is a This word conveys the truth 

that he is the son of God Dharma, and to Virata, it denotes 
that he (Dharmaja) is an abode of Dharma or one who abides by 
Dharma. The second adjective used herein, is which 

conveys the meaning that he lived at Hastinapura being satisfied 
with the virtuous life of the Pdnclavas and surely Virdta will be 
glad to entertain such a person. The parallel meaning of the word 
tiiat Justifies the truthfulness of the statement of Dharmaja is as 
follows. The word ‘Partha’ denotes, twelve sacred texts repeated 
during the ceremony of unction in the Rajasiiya sacrifice (Vide - 
KiTYAYANA 5RAUTA SINTRA), and it is a fact that he has 
performed the Rajasuya sacrifice to his satisfaction. The next word 
used by Dharmaja is generally it denotes a man who adheres 
to certain religious duties and as a true statement it denotes that 
Dharmaja is observing a solemn vow of living in forests hitherto. 
He plainly states that he has been defeated in the game of dice and 
has taken to forest living, awaiting future prosperity (^r*r&). Here 
the word also denotes the final emancipation which Dharmaja 
aim at. Dharmaja further declares that he will leave Virata after 
attaining prosperity. clff: "RHThese words also suggest that 

he will go finally to his heavenly abode after realising emancipation. 
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Above all, Dharmaja introduces himself also as a king Virata 
may understand it as the name of that person, but actually as a 
true statement of Dharmaja it means a ‘pretended Brahmin’. 

Thus, here, the whole life of Dharmaja is conveyed truly in 
every aspect yet his identity is not disclosed. The simplicity of the 
expression as in the following verse:- 

3TSI fWfTH I 

3^ ii (io - 4) 

used while describing the entrance of pious Dharmaja changes 
into splendour and elegance while describing the entry of Bhlma 
to the royal court. This line with its 

repetition of dental syllables such as a, ^ and the combinations 

of ^ and resonates the sounds of Bhlma’s steps that seem to 
break the earth. In the same context the epic uses the following 
words. I 

The con.scious effort on the part of Agastya in choosing words 
is illustrated here. 

Agastya in the following verse describes the entry of Arjuna 
in Virata’s court in such a way that we feel as if actually witnessing 
him on a stage. 

^ II (10 - 18) 

is the first word used here. The first elon¬ 
gated syllable ‘an’ of this word suggests the length, and the com¬ 
bination of ^ and "n immediately followed by another ^ and the 
nasal (of ‘ff varga) ‘n’ in combination with ^ , and the whole se¬ 
quence of letters suggests the ‘hanging down’ effect of the long 
gown. The next phrase is Kn used here. In it we hear 

the gingling sounds of the anklets, then the word with its 

elongated % and ^ followed by suggest the long but tied-up 
hair of Brhannala. 

King Virata entrusts his daughter to Brhannala to learn dance. 
And in this context Agastya writes this verse with ‘Yamaka’. 
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rlW^ m fq: 



(10 " 22 ) 


Here the word with its connotative meaning is 


irelavant and it is a ‘Dosa’ to use such irrelevant words in a Kavya. 
But when viewed in this particular context, it adds to the beauty 
of the poem. The word OTTf is repeated in all the four lines. The 
syllables I suggest the dancing steps and hence the whole 


verse enhances the beauty of the context. 

While describing the entry of Sahadeva, Agastya says that he 
uses slang while introducing himself to king Virata.''^''" 

In the following verse:- 

^ ii (io - 27 ) 

with its final verb which is grammatically incorrect, the poet 


suggests the slang spoken by Sahadeva. It also reflects Sahadeva’s 
confusion. Tn it, the words and ^ comming in a sequence 

immediately convey the meaning as follows, “by your order the 
cows will be healthy and strong, giving much milk”. But actually it is 
a rediculous statement. The locative absolute ¥‘^'41 expression 
used here, is to be understood, as per the sequence, at a very late 
stage. Till then the confusion prevails here. The use of slang is 
a must here. The king and the courtiers may doubt Sahadeva’s 
identity as a shepherd if he uses cultured expressions with perfect 
syntax. This verse illustrates the special care of Agastya in writing 
the conversation in this Kavya. 

Immediately after these descriptions Agastya introduces an 
Arthdntarandsa suggesting and at the same time justifying his 
special efforts in composing verses in this context. He says that 
Virdta takes Sahadeva into his service as it is natural for good 
people to recognise good qualities always and eveiy where.'-^'’" This 


25 ^ I (10 - 26) 

¥cfm[ (10 “ 28) 
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generalisation suggests that we also should see the special quality 
of the words used in this context and take only the virtuous side 
of it while realising the beauties in this Kavya. 

Later on in the Kicaka episode. Draupadi is sent to Kicaka 
much against her wilt. She fears some danger there and yet she 
reluctantly enters Kicaka’s house. Here the line 
^1^ (10 - 46) with its frequency of simple and single 

syllables denotes the of her gait. 

The next verse which conveys Kicaka’s hastiness and confusion 
in getting up and in welcoming an unexpected yet much wanted 
visitor, is so composed that every syllable suggests the same. His 
confusion in speech is conveyed by the sequence of 

the words of the following verse. 

wm: I 

|| (10 - 48) 

3TRt? cKrMHlt-dlu! oRjdt I 

TRclsI ll (10 - 49) 

These are lacking in Prasadaguna because of the irregular syn¬ 
tax. But this very defect becomes a quality as it suggests Kicaka’s 
confusion naturally. Here the immediate meaning we get is insult¬ 
ing to Kkaka himself, but in confusion he speaks likewise. The 
sequence of the words WTraPrfe immediately means ‘hon¬ 

ouring by legs’. It is an insult to do so. But when the same is read 
with the next two words ^ conveys a proper sense. Likewise the 

statement of Ktcaka <=h<s.4H(;4 seemingly incongru¬ 

ous at the first instance suggests his confusion of mind. Later on 
the anxiety and hurry of Draupadi in running away from that spot 
is also clerly conveyed by the sound effect of the line 
(10 - 52) 

On seeing the miserable plight of Draupadi, Bhima attempts to 
kill Kicaka. Then Dharmaja restrains him from killing immediately, 
but he advises him to accomplish the same secretly without causing 
any harm to any of the Paqdavas. But this idea he can not directly 
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say in an open court, yet he has to convey the same. So Agastya 
skilfully writes the following line f^c4rli 

(10 - 58) The pun on the word is aptly utilised by Agastya 
here. 

Later on Bhima lays the trap and the love blind Kkaka comes 
to the dance hall in darkness to meet Draupadl Here Agastya 
composes verses packed with special meaning They suggest 

Kicaka’s anxiety for union with her, and at the same time his 
impending doom is also voiced by himself. Here the tragic irony 
is remarkably introduced.^^ is the very first 

expression of Kicaka here. It conveys his happiness over his 
fortune to secure her comany, but the pun and the division of the 
syllable differently suggests a different meaning. The word 
means an encircled man. Here Bhzma is lying under the blanket, 
encircled and so the word becomes a vocative aiming at Bhima 
also. Thus when iTTfe becomes a vocative, the next word is 
It means ‘one who is to be put down’ (i.e.) killed. Thus the whole 
address means an invitation extended by Krcaka to Bhtma, to kill 
him. The irony of it is that Kicaka is killed later on by Bhrma. 

is the immediate expression of Kicaka. Its direct 
meaning is that ‘she has been awaiting anxiously for his (Kicaka’s) 
arrival’. But by breaking it up in a different way the same words 
suggest the meaning that Bhima is awaiting to see Kicaka pounded 
into a pulp of flesh. Ironically same is the fate of Kicaka at the 
end ylci41*5:4^1) 

Next, Kkaka solicits ‘Maya Draupadi’ to kick him with feet 
that are devoid of the heaviness of the ancklets in the following 
verse. 

II (10 - 88) 

He considers DraupadI an ‘Abhisarika’. An abhisarika lady is 


2’’ SRTtsfW W HElfcI II (10 - 85) 
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one who goes in search of her paramour and while setting out she 
removes her gingling anklets to go unnoticed by any one. In the 
darkness Kicaka touches the feet of Bhtma and feels the absence 
of the anklets. So he compares her to Abhisarika and asks her 
to kick him as a love-sport. Ironically Bhima fulfills the desire of 
Kicaka and kicks him in the duel later. 

On hearing such an expression from Kicaka, Bhima too an¬ 
swers him in a feminine tone as follows ’ll § 

... Here also Agastya makes use 

of double entendre which is not difficult to comprehend. 

Bhima tells Kkaka that he should not think her a lady being 
pressed of infatuation and in such a case by his heavy pressure 
(squeezing) he (Kkaka) will feel the touch of the divine dam.sel 
Rambha. This suggests instantaneous death for Kicaka. The word 
Hcil'Hi'tiPiMls'Ud, used in this context, may be understood in two ways. 
It may mean pressing of thighs for Ktcaka and heavy 

squeezing for Bhima. 

The skill and propriety of Agastya is clearly discernible in the 
following verse:- 

-cjshlrl || (iQ - 92) 

The Epic in the same context describes at length the duel 
between Bhima and Kicka. But it is a secret lonely place where 
both of them met. Any leak about their identities will cause much 
damage both to their person and prestige. Naturally they can not 
indulge in any noisy bouts. So Agastya makes his Bhima and 
Kzcaka fight their duel silently avoiding all war cries, in fear of 
being heard by others. 

At the end of this while describing the fight between the 
king of Trigarta and Virata Agastya writes the following line 
YR:cjj'flfvR;MId<=1 dIHThe lengthy compound which carries 
the quality of ‘Ojas’ in it suggests the terrific battle and the syl¬ 
lables used therein heighten the sound effect of the verse and in 
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hearing those sounds we feel as if we were hearing the very beat 
of the war drum. 

Jn the eleventh canto, Uttarakumdra goes to the battlefield 
in the chariot being driven by Brhannald, who is none else than 
Arjuna. The speed of his chariot, the distance covered by prince 
Uttara, his gradual approach to the enemy camp are suggested 
very skilfully by Agastya. First he says that prince Uttara leaves 
the city receiving the best wishes from the ladies. In the next verse 
Agastya says, that the wind, fragrant with the bloosmed flowers of 
the forest, starts to flow favourably as if it feared a defeat from the 
speed of the chariot. The flow of the favourable wind is considered 
a good omen and with such a wind, prince Uttara’s chariot crosses 
the forest. Thus the chariot that started in the city as per the 
previous verse, is made to corss the length of the city and the 
forest also in the very next verse suggesting the distance covered by 
it very quickly. From that spot the army camp looks like an ocean 
11 - 10) and the details of the enemy camp are not 
discernible from such a long distance. In the next verse Agastya 
says that the enemy camp looks like a forest covered with a heavy 
fall of snow and mist, 11-9) Thus much 

distance is covered by the chariot and now the details of the enemy 
camp are somewhat visible, but not clearly seen. In the next verse 
the enemy camp is described as flashing with the glitterings of the 
weapons and flags. Thus the details of the enemy camp are clearly 
described and it suggests the nearness of the chariot to the enemy 
camp after crossing much distance. 

The next verse describes the courage and the unruffled enthu¬ 
siasm of Arjuna, by comparing him to a victorious elephant moving 
with a dignified gait. The line 

(l1 - 14) brings in the resonant effect of the tossing bells of the 
victorious elephant moving with dignity. Ffere the repetition of the 
syllables W, T and Tf reverberate the sound of the Whih worn by 

Brhannala. 

Agastya in this canto reminds his readers with a generalised 
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nent of the niceties of his composition. He says 

4-Hl^ct (l1 - 15) Thus by virtue 

! realisation of the special treatment of the expressions used 
1 , as suggested by Agastya his poetry can be understood well, 
directly suggests that the story of the epic is well known 
:) and here its speciality is to be reali.sed by some special 
y or the other ^-iRirO. 

i'he following verse presents a beautiful pen-portrait drawn 

1 artist poet Agastya. 

iTIrT^ctlRid 13 ^ ^ || (11 - 29) 

t is the picture of Arjuna blowing the conch on the battlefield, 
s ver.se the repetition of the letters of‘■'T' varga and especially 
illowed by the licjuid consonant ‘ vf ’ brings in the picture 

2 face of Arjuna blowing the conch with the bulging of the 
:s filled with air before blowing. The following verse: 

ii (ii - 30) 

Vhich abounds in guttral syllables and hard consonants brings 
r ear the shrill and terrific nature of the sound of the war 

1 blown by Arjuna. The valour of Arjuna on the battlefield 
)erb. Hence here Agastya goes eloquent in using different 
;s of speech while describing the Vi'rarasa of the context. 
THE STYLE AND THE POETIC SITUATIONS: 
■rom the twelfth canto onwards the nature of the narration 

2 Kdvya is different. Barring a few incidents this part of the 
i is a direct narration by the poet himself and the theme is 
y connected with the preparations for war, the negotiations 
eace, and finally the devastating war of eighteen days. So 
tyle differs from that of the earlier cantos. The language 
here is also somewhat different. Elegance, grandeur and 

.r>f tho wrrsrrlQ anH thp rnmnoiinfls nrodomitiate. Yet 
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verses is adversly affected. Agastya’s speciality lies in maintaining 
such a style throughout. Situations of the same nature such as 
negotiations and battles are carefully depicted here that the reader 
will never feel the boredom of their repetitive nature. 

5rfkrsna arrives at Hastinapura with the mission of truce. On 
his arrival auspicious drums welcomed him and the following line 
of Agastya ^ (l2 - 2l) 


reverberates with the sounds of the drums. 

In the thirteenth canto Kuntz comes to Karna with a purpose 
of winning himover to the Pandava side. The conversation between 
the two clearly illustrates the skill of Agastya. On her arrival Karna 
bows down to her and introduces himself as the son of Radha and 
Suta. On hearing such an introduction Kunti is perturbed much. 
Her anxiety is clearly suggested in the following verse 


Rlfn F TM ^ ftRTI ^ I 

Ul^c|Mlu4^dH;atc|| II (l3 


5) 


Her short but quick expressions regarding the details of birth and 
the life of Karna, illustrate the same. 

After regaining composure she presents her arguments skil¬ 
fully. She knows that Karna is deceived by the cruel circumstances. 
She tries to understand the grievances and ambitions of Karna. 
First she refers to his parentage and declares him to be of equal 
status as the Paqdavas. Here Agastya brings in a similarity be¬ 
tween Karna and the bird Kokila.^** This suggests her helplessness 
in abondoning Karna at his birth and tries to make Karna realise 
his responsibility to come back to mother’s fold like a grown up 
Kokild abandoning the crow-like company of the Kauravas. Thus 
she tries to rid him of his lurking inferiority complex first. Next she 
assures him that he will get the kingdom. Here she refers to his 
enemies. With a special adjective she qualifies them (Kauravas)^® 
She denotes them as enemies who can not tolerate the progress of 


^ i (13 - 6 ) 

(13 - 7) 
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Others. Thus she tries to expose the shallowness of Duryodhana’s 
friendship for Karna. Then she speaks about the virtue of li)har- 
maja by using the adjective (one who has no enemies) 

and suggests that such a Dharmaja will salute him (Karna) with 
his (Dharmaja’s) head glorified by the sacrificial rites followed in 
Rajasiiya.^*’ 

Then she refers to his flair for heroism and fame, for which he 
made an issue during the exhibition of the skill in martial arts by 
young royal princes. Arjuna was his main rival in that field. And 
so she tells him here that both Arjuna and Karna should unite 
as fridends first (^I^clldl f^) like fire and air, and realise their 
brotherhood next like(a“Hq'dl) Aivins and then get name and fame. 

On hearing such a planned argument from Kuntz the first 
reaction of Karna is a smile (R+irqi) . Agastya introduces this 

smile to inform us about Kama’s clear understanding of Kuntz’s 
mental make-up at that moment. Karna answers his mother point 
by point and his order of preference of the issues referred to by her 
is quite different. The order is almost reverse here. He refers to 
valour first and says that battle is a (13 - 9) when all 

are worried about the impending war and destruction Karna feels 
war to be a ‘pastime for Heroes’. Then he refers to his friendship 
with Duryodhana and the kingdom he has got because of the latter’s 
affection for him, and hopes on him. Finally he comes to the 
point of brotherhood of the Pandavas and assures Kuntz that the 
number of the brothers will remain at five, finally of course with 
Karna if Arjuna is killed, or with Arjuna if Karna is killed. This 
conversation highlights the skill of the composition of Agastya. 

Then Agastya describes the movements of the rival armies 
to Kuruksetra. The Pandava army is in seven ‘Aksauhinis’ and 
Agastyapandita compares them to the oceans newly created by 
sage Agastya. Here the poet suggests an idea of creativity, a 
positive help to the universe. Not only that, here he directly 
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brings in a generalisation suggesting good to world;*^^ Immediately 
afterwards he refers to the eleven Aksauhinis of the army of 
Duryodhana and compares them to the eleven Rudras, entering 
the famous Pouranic sacrifice performed by Daksa. Thus suggests 
the final and impending destruction. Thus the innate nature and 
effective role of the rival armies are conveyed well by Agastya. 

The fourteenth canto is full of the poetic excellence called Ojas. 
The description of the rival armies and the terrific fight of Bhzsma 
for ten days are narrated here. Here every verse abounds in long 
compounds and harsh consonants. Yet the readability, clarity and 
sonority are not lost. 

The description of the terrible and ghastly scenes of war will 
generally be disenchanting and repulsive to the finer tastes of a 
delicate and cultured reader. So to lessen the ghastliness and to 
induce palatability of such descriptions Agastya brings in some of 
the vibhdvas of 5rhgdra here. 

Of course he confines himself to describing the love-lorn divine 
maidens that await the union with the martyrs of war. It suggests 
the play of the Fate in which the grief of some (men) is a source 
of pleasure for some (divine damsels). This realisation adds up to 
the experience of 5dntarasa of the Kdvya. 

Karna enters the battlefield with great pride and announces 
his decision to defeat Arjuna. Thus the description of situations 
abounds in lengthy compounds i 

TT^^) Generally the seriousness and the ferocity of the situation 
is conveyed through these lengthy compounds. The same effect 
Agastya is able to bring in at many places adopting a special style 
without employing any lengthy compounds. The following verse 
illustrates the same. 

rPt II (l7 - 19) 


km fl mm i (13 - 20 ) 
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The description of the final fight between Bhzma and Duryo- 
dhana is specially presented by Agastya in the following verses. 

dhl'Sd<i I 

jf^quMr ii (is -19) 

^oi^tdoijidchRdls^rft^ WlVi^ldl II (18 - 20) 

In the first verse tightening up of girdles, their steppings and 
movements are suggested by both sense and sound and the next 
verse resonates the fight of the maces with its repetition tl, tr( 

and conjunct syllables of S, ^ and finally Duryodhana succumbs to 
the mace of Bhima. 

As told earlier this part of the Kavya covering fourteenth to 
eighteenth cantos deals mainly with the war. Hence Raudra, Vira, 
Bzbhatsa and Bhayanaka rasas have a scope fpr depiction. As 
and when occasion comes Agastya utilises the same to depict the 
corresponding vibhdvas and he adopts the style to suit the rasa of 
the context. As Abhinavagupta points out ‘Ojas’ and ‘Madhurya’ 
that go well with the above rasas are adopted and in between them 
‘Ojas’ exists here in a greater degree and the excellence called 
‘Prasada’ is necessarily adopted, because the immediate grasp of 
the rasa of the context is not possible in its absence. 

The nineteenth canto describes the aftermath of the terrible 
destruction caused by the war. The setting is mainly the battlefield 
and all the scenes are frightful or disgusting. Yet the affection of 
the near and dear of the dead warriors, overcomes such feelings and 
they enter the battlefield. Their sorrow dominates the whole scene. 
Thus an admixture of Bhayanaka, Bibhatsa and Karuna rasas is 
prevalent in the canto. As usual Agastya maintains the Prasadaguna 
and to suit the sentiment of the context of description he adopts 
Madhuryaguna predominantly. The frequency of compounds helps 
Bibhatsa and Bhayanaka, but generally they will not go well with 
Karuna. Even then if they are used keeping in view propriety, 
they do not become a hindrance to the lealisation of Karunarasa. 
The other two rasas namely Bibhatsa and Bhayanaka need not 
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necessarily possess compounds. Even without compounds the use 
of other qualities of Ojas, Kanti and Madhurya as enunciated by 
Vamana can bring in the same effect. This fact is clearly illustrated 
here by Agastya. 

To express the deep sorrow of the bereaved ladies Agastya 
adopts Madhuryaguna both pertaining to sound and sense. Ac¬ 
cording to Vamana the (i.e.) distinctness of words is 

and strikingness of the style by adopting periphrastic 
manner in order to give a special charm to the sense is 3T«frTl^ 
and Agastya adopts both here. He describes the wailings of the 
ladies in a detailed manner. When we hear so many vocatives such 
as “Oh husband, Oh nephew. Oh son. Oh father and Oh brother” 
the impress of sorrow sits deep in our hearts 

?Tn cEj^ffn?i wr fflcritHiii (i9 - 3) 

One by one Agastya depicts the gestures of the weeping ladies. 
They are beating heavily on their breasts. They are shedding tears 
and he describes them in the following verse. 

■qigwE ii (19 - s) 

Their eyes are not besmeared with collyrium. So the tears are 
fresh and clear. They fall on their lofty breasts and because of the 
hardness therein, they break into pieces and they are slightly hot 
due to sorrow. Hitherto, the description is natural and to bring 
to our minds the intensity of their sorrow Agastya imagines that 
the dust of the warfield is being put down by the tears of weeping 
ladies. 

In this context Agastya uses two vocatives liMrRTg and 
Ladies address Dharmaja like that. The irony is that he is called 
an after he has been responsible for the death of eighteen 

Aksauhinis. He is again called a tl435l after he has become a 
cause for the death of near and dear relatives and also preceptors. 
The very presence of these two words enhances the beauty of the 
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composition as in the following verse. 

^ I 

BTR rt^ II (l9 - 7) 

Agastya describes well the search of the ladies for their beloved, 
lying dead on the battlefield. The ghastly and disgustful scenes 
and the pitch of the pathos are too heavy to be contained by any 
one. Hence to bring in relief to the other wise unbearable grief 
and disgust Agastya brings in a touch of 5rngararasa. 

TfT’fhMt f^fecT: I 

3jfeh-4rciH|Cd1 4 cfl ^ 5^ WTOl II - (-aiilbiii^chl^l: ^ 453, (7 - 65) 

It is but natural for the bereaved ladies first to be reminded 
by their intimate moments and privacies, when they bewail their 
beloved. But from the next minute onwards they are plunged into 
deep grief. Taking into account this possibility Agastya describes 
the different vibhdvas of ^rngdrarasa and thus over comes the 
incompatability of antagonistic sentiments as in the case of the 
following verse. 

q|^ ■(qroTTcffeTad^^H I 

qrfrjSp^ II (']9 _ 33) 

This adds beauty to his style and to the appreciation of the 
Kdvya. 

The last canto deals with the final part of the story and it is the 
important part of the Kdvya from the point of sentiment. To suit 
the primary rasa, lucidity and sweetness are adopted in composing 
this canto. The poetic excellence called ‘Samddhi' as enunciated 
by Vdmana is present here throughout. The gradual ascendency 
and descendency in the nature of the words is called 

and in many verses of this canto it is introduced as in the following 


tim 3FM II (20 - 69) 


Samddhi is a aualitv to be nracfi<;eH hv nnp whn w^^nf-c t-r. 
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to sense is defined as (i.e.) concentration of mind for 

the comprehension of the meaning. Here it is suggested while 
describing the penance and the pious life lead by the elders of the 
Kuru family and mainly Dharmaja to comprehend the true nature 
of the self and the world around. Samddhiguna of Agastya’s style 
here with its special stress on helps the hero and the reader 

also to realise 

AGASTYA THE MAN:- 

General human characteristics are very much common but the 
life and lustre of everyone are unique by themselves. Similar is 
the case with poet and the poetic style. According to the famous 
critic Kuntaka variety of the styles is justifiable as they represent 
innumerable variety of the nature of the poets.’*'-^ Thus there 
are as many styles as there are poets in the world. Hence, even 
similar situations and incidents when dealt with by different poets 
do present different patterns and such differences are discernible 
to an ardent critic. Here the touchstone is the poet’s nature. It 
is innate and individualistic. Thus every composition reflects the 
innate nature of its poet. Hence on the basis of the study of 
the style adopted in BALABHARATA we can try to estimate the 
human personality of Agastyapandita. 

On an overall observation, an ardent desire to teach some¬ 
thing to explain, to elucidate and to illustrate some aspect in ethics 
or aesthetics is felt throughout this Kavya. Hence we can say that 
Agastya is a teacher by temperment and probably even by voca¬ 
tion as suggested in the first chapter of this thesis. Simple living 
and high thinking are his virtues. This point is evident when we 
take into consideration his treatment of the Dronacarya episode 
of this Kdvya. Here Agastya clearly stressess that Drona did not 
take to service fearing harm to his ordained dharma. This probably 


32 Ic|. 
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;sts personal conviction of Agastya. This explains his lack of 
ictions with any royal court of his times. 

4e is a ^ JPTMf but never he tried to exhibit his 

tion in those idstras. He is devoutly a religious man. Though 
Ivocates vehemently for the syncretism of different religious 
)ls of thought, his personal preference for Saivism and God 
is quite evident when we study his eloquence in describing 
Siva whenever an opportunity arises, 
fe must be a man of tradition and conviction. This is evident 
attempt to depict Santa as the main sentiment in his Kdvya. 

1 many of the rhetoricians doubted its prominence in a iravya 
i. He boldly followed the guidlines given by Anandavardhana 
ucces-sfully delineated idntarasa in his Kdvya. 
n tune with his own temperment and also with that of the 
Dharmaja, Agastya adopts a simple lucid and sweet style 
;d with the beauties of both sense and sentiment. Thus here 
austere, pious teacher with insistence on the ethical values 
;eeking the bliss of Santa. The tender, soft, sublime, lucid 
.ssion of this Kdvya catches hold and exposes the great poet 
he great man in Agastya. 

iggested earlier every great poet will have his own way of 
ssion. So much so every verse of this Kdvya is having its 
ipeciality of expression. Especially when the original theme is 
mie and well-known, the poet should bestow much thought 
kill in composing a new Kdvya out of it. Accordingly Agastya 
xpei i -n poetic art carved out a beautiful epitome out of the 
epic. If the beauties of each and every verse of this Kdvya 
naly.sed here it will run into hundreds of pages. Hence a few 
; highlights of the style, speciality and poetic talent of Agastya 
lustrated in these pages. The rest are to be read and enjoyed 
hrthiyas themselves. The purpose of writing this chapter will 
Ifilled if it can attract the minds of these (Sahrdayas) to take 

» aF thic in rierhf 
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BALABHARATA 

A STUDY IN FIGURES OF SPEECH 


3isjoa ■ 


(10 - 38 ) 


A good expression of an idea may contain various poetic 
excellences, but will it neglect beautification or ornamentation? 
This interrogative statement of Agastya in this Kavya provides us 
an insight into his concept of figures of speech and their relative 
importance in poetry. According to him poetry requires not only 
excellences (^0 such as Prasada (iRKO, Madhurya (RTS^) and 


Ojas (31)^ pertaining to both sound and sense, which are internal 
like the beautiful parts of the body and their qualities, but also 
Alaiikoras, the external embellishments. Thus he provides a special 


scope for figures in poetry. 

Elsewhere in his KR§NACARITA he says that Dhvani is the 
essence of poetry of a good poet.^ And in this Kavya he says that 
Alahkaras should not be neglected. Then what will be the mutual 
relationship between Dhvani and Alankara according to Agastya? 

DHVANI AND ALANKaRA:- 


Tradition proclaims this relationship in quite unambiguous 
terms. Anandavardhana opines that in poetry Rasas are to be 
brought forth by the special meaning expressed through the sense 
(3^0 and through their corresponding word (^0, and the ex- 




lional specialities that produce such a special meaning a 
ss of speech like Riipaka.^ After thus explaining the nat 
karas vis-a-vis Dhvani, Anandavardhana declares agaii 
kara as a beautifying factor will be worthy of its na 
introduced in such a manner, as will be conducive t 
;ation of the chief object, namely Bhava (^:) and 

And further says the discriminate use of the figu 

s like 5rngara, whose life is suggestive sense, makes tho; 
ika worthy of their name.'* 

Later on Anandavardhana clearly defines the ways and r 
uch a discrimination. He says that 1) Alankaras mr 
ary 2) they should not dominate 3) they should be st( 
parided in accordance with the main idea of the conti 
elaboration of Alankara must be avoided, and in ca: 
ration, they should clearly be made secondary to the 
2 are the general principles according to Anandavardha 
a figure of speech to become a beautifying factor. 

But in a Dhvanikavya, an Alankara will become a ber 
ictor when it is intended to suggest Rasa, takes shape 
the poet’s delineation of Rasa, is quite naturally and 
Juced in the context, and also when the poet does noi 

TcTt W I 
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to putforth extra effort to shape it out.® 

The ecstasy of Rasa depends upon the propriety of its descrip¬ 
tion. Appropriateness, harmony and proportion are the ultimate 
touchstones for realising Rasa in any literary composition." 

AUCITYA AND ALANKiRA:- 

Ksemendra is the exponent of the concept of Aucitya (propri¬ 
ety) in rhetorics and the following verse of him corrosponds to the 
opinion of Agastya mentioned at the. beginning of this chapter. 

II -- (aftHirq iraf) 

The word fl^un mentioned earlier by Agastya conveys the same 
idea of the word SwHlifqgrri of Ksemendra. The word ‘ 

(good expression) is common in both the verses. Ksemendra says 
that such a *Sukti’ will be beautified by an Alankara, and Agastya 
questions the propriety in neglecting to decorate such a ‘Siikti’ with 
an Alankara. What K^emedra expresses is an assertive statement, 
Agastya suggests the same through an interrogative statement. 

Thus it can be understood that, even according to Agastya the 
essence of poetry is Dhvani (suggestive sense) which is not different 
from Rasa (TR) and Aucitya (propriety) is its touchstone and 
Alarikaras introduced in view of beautification of Rasa adhering 
to principles of Aucitya alone will beautify the Kavya and such 
Alankaras are not to be neglected in a Kavya. 

ALANKaRAS in BaLABHaRATA:- 

The following observations on this Kavya can substantiate the 
earlier staternent of Agastya. This Kavya contains in total seventeen 
hundred and ninety four verses. Out of which less than half (i.e.) 
about seven hundred verses alone contain some figure of speech or 

® TRlfijRRPn SFR: ?RRfflFFII *r%il I 

Rtl: II (cgRfTvfRF; 2 - 16, g 58) 
«FKUIH I 


II 


3 - 14, ’i 138) 



194 


AGASTYAPANDITA’s Bi4LA BH^RATA 

• • 

Other it. This shows the basic restraint and discrimination shown 
by Agastya in introducing figures of speech in his Kovya. 

Agastya introduces about fifty varieties of Alahkdras and 
amongst them, some are depicted only once or twice and many 
varieties do not add up even to ten. This clearly shows the pur¬ 
poseful and careful introduction of the varieties of Alafikaras by 
Agastya. 

Svabhavokti (4«l^l4ll^:) which is of the nature of the natural 
beauty of exiiression and Vakrokti (^isbllcW:), which is basically a 
twist of expression, exist naturally in almost all the verses of this 
Kavya. Only when they bring in more beauty and thought they are 
to be regarded as figures of speech, otherwise they remain as the 
basic natural characteristics of his composition. 

In more than two hundred and fifty verses the figure ‘Upama’ is 
introduced. Amongst them more than half are used mainly to bring 
in the striking similarity, by which the easy and full comprehension 
of the objects of description and their contexts is possible. In many 
cases the object brought in for compari.son is so famous and apt, 
that by the simple mention of its name the purport of the figure 
of speech is understood well. Hence there is no need either to 
expand, or elaborate the figure in the context. 

Agastya uses the figure ‘Sahokti’ with a fascination, as it helps 
him in his process of epitomisation. Clubbing up of two or more 
ideas providing them co-existence, is the essence of the nature of this 
figure. By resorting to it one can avoid writing more verses and to 
use more figures that suggest similarity. It may be noted here, that 
Viivanatha the nephew of Agastya hints at this asiiect of Agastya’s 
fascination for ‘Sahokti’. In his SOUGANDHIKAHARANA he 
makes a mention of the word ‘Sahokti’ while describing the poetic 
talents of Agastya, probably to denote the same.® 

In this Kavya there are many lengthy stretches of poetic nar¬ 
ration wherein only a few Alankaras are introduced on one hand 
and on the other, there are also many poetic narrations, where in 

® Prologue of SOUGANDHIKAHARA^A Ref. Page 5. 
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almost every verse has got an Alartkara to beautify it. This as¬ 
pect is illustrated in the chapter on style. This clearly illustrates the 
discrimination and restraint exhibited by Agastya in introducing 
Alahkaras. 

While writing the conversation between the different charac¬ 
ters Agastya uses very few Alahkdras. In the case of such a use he 
shapes them with minimum craft but with sufficient beauty. While 
speaking to each other generally no one resorts to rhetoric, un¬ 
less a specific necessity compels it. Ordinary conversation involves 
only plain and lucid expression, emotional speeches and effective 
narrations require poetry. Hence Agastya introduces a few figures 
while writing dialogue and amongst them the ‘Upamd’ is in abun¬ 
dance, as it helps generally easy comprehension of the sense and 
substantiation of the point of description. 

The very word STefoRWH (beautification) presupposes a special 
human effort and when we go through the explanatory portions of 
the figures of speech in various works on rhetorics, we generally 
let the impression that the Alahkaras are sophisticated conscious 
intellectual excercises, difficult to introduce in poetic compositions 
ind more difficult to locate and appreciate them in any poem in 
:heir true sense. But as Dr. Raghavan says that “at the hands of 
m adept” as the emotion enhances, the expression swells and the 
igures of speech form forth.® In BALABHARATA we find many 
iuch figures. 

The appreciation of the figures of speech depends more upon 
he capacity of the reader. Figures of speech introduced by great 
)oets in their Kavyas, generally because of their adherence to 
iropriety and felicity, are of easy comprehension. They are like 
he fountains of the bliss of sentiment Depending upon 

he capacity of the reader and his intellectual acumen, they yield 
note and more pleasure. There are many such illustrations in this 
Cavya where in the commoner and the scholar also are provided 

® Dr. V.Raghavan - STUDIES ON SOME CONCEFFS OF THE 
iLAlvIKARA 5ASTRA - Page No. 61.) 



with exemplary aesthetic pleasure they deserve. 

Thus every figure of speech employed in this kavya has got its 
own significance, and shines in its own excellence, a few Alahkaras 
will be illustrated in this chapter. 

The quality of ‘Upama’ in this kdvya is so high, that even the 
great Appayyadtksita quotes them as illustrations in his famous 
work CITRAMJMAMSA. 


‘UPAMi’ (SIMILE); 


^ RfciR|(l|o| I 


(1 - 10 ) 


While describing the earlier kings of the Lunar dynasty Agastya 
writes this verse describing king Bharata. This verse illustrates the 
figure of speech called ‘Upama’. 

King Bharata is compared to the gem Kaustubha here. The 
milky ocean after its churning by Gods and Demons gives rise to so 
many precious articles such as Kaustubha, Kalpavrksa, Kamadhenu 
etc. From out of those, the Kaustubha is specially chosen by God 
Visnu to adore his chest. And hence it is generally considered 
the best of those precious articles that filled the four quarters 
with their lustre. King Bharata is famous in the world for his 
qualities. If the comparison stops at that it is a simple simile 
expressing the greatness of the king Bharata. In the first half of 
the verse there are two words containing Metaphors. In the word 
31'Ct‘5)c;'cdd there is the superimposition of the ocean on the Kuru 
family (ciViO and in the word the face is superimpo.sed 

on the ‘Dik’ and with them it gains special charm. 

The speciality of this simile lies in its totality. It speaks about 
the greatness of the family and also the great fame of the sons of 
the family, and finally it establishes the supremacy of king Bharata 
among the great sons of the Kuru family. Underneath the Simile 
here, the figure of speech called FfR where in the description of 
the gradual enhancement of quality or greatness, is also suggested 
but it is not expressely depicted as an admbcture. 
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This figure seems to have been brought in by a labourious 
attempt as it involves more superimpositions and comparisons. 
But when the basic Upamana (i.e.) Kaustubha is mentioned all 
other ideas queue up as it is a famous one. Hence it illustrates a 
good Simile and also the skill of Agastya in using Alankaras. 

Here is another Simile from this Kavya. 

oSHTqtd W ^ M spjg || (l - 45) 

Being objected to, by king Santanu in her actions, Ganga takes 
leave of him. In this connection Agastya introduces the above 
beautiful Simile. 

Ganga tells Santanu that the boy who is like the second 
‘Skanda’ is being taken away by her and the boy will return to 
him (Santanu) after completing childhood. Telling like that, she 
disappeared along with the boy. Here the Simile is mainly between 
the young Bhxsma and God Kartikeya the son of Siva. But it 
suggests the whole story of the birth and bringing up of Lord 
Kortikeya. This reference enhances the greatness of the person of 
the context Bhisma and also the fame of the poet Agastya. 

According to Puranas, God Kartikeya is first entrusted to river 
Ganga, whom she brought up for sometime and handed him over 
to others. In the same way, Ganga says that she is going to bring 
up Bhisma as second ‘Skanda’. Skanda is the leader of the divine 
armies and king among the warriors. Thus by comparing Bhisma 
with Skanda, Agastya suggests the valour and the ability of Bhisma 
in leading the armies. 

It is quite natural, and it may be a common practice to compare 
a hero with Kartikeya in order to highten the former’s valour and 
greatness. But the speciality of this verse is that this comparison is 
drawn here neither by the poet nor by any other ordinary character 
of the Kavya. The very mother of Kartikeya (i.e.) Ganga, is made 
to suggest this similarity between Bhisma and Kartikeya. Thus the 
selection of the situation and the aptness of the simile are quite 
examplary and this illustrates also the skill of the poet Agastya. 



iqferFISR: ^ 


II (17 - 57) 


This is another illustration of ‘Upama’. During the final battle 
between Arjuna and Karna the latter hurls a particular snake as 
an arrow to kill Arjuna. This snake was able to escape earlier from 
death at the hands of Arjuna during the burning of the Khandava 
forest. Then onwards that snake nurtured vengence Against Arjuna 
and sought Karna’s assylum, announcing her ability and decision 
to kill Arjuna on the battlefield. But actually when Karna sends 
her agaisnt Arjuna, because of the manoeuvre of Lord 5rikrsna, 
she was able to hit only the divine and golden crown of Arjuna. 
Gods who were witnessing the duel between Arjuna and Karna at 
that moment, feared a catastrophe to Arjuna, but on seeing the 
fall of only the crown their fear disappeared. 

While describing this incident Agastya brings in a beautiful 
and most apt Simile here. According to anecdotes in many Puranas 
- once there arose a jealous competition between Adisesa the 
divine serpent and the wind God regarding the supremacy of their 
respective capacities. Adiiesa coiled round the golden mount 
Mem, and challenged wind God to break it if he had got any 
super capacity. Then the wind God blew with vehemence and 
could break down only the tip of the Meru mount. All Gods were 
counting anxious moments at that disastrous conflict of the two. 
Finally the tussle was amicably settled. 

Here, in this verse Agastya brings in this Puranic story into 
use and compares the spirit of vengence of the seprent arrow, to 
that of the spirit of vehemence of the wind God, and also draws a 
comparison between the golden crown of Arjuna and the tip of the 
mount Meru. And then says that the serpent can only cause the 
fall of the golden crown, just like the wind God who could cause 
only the fall of the tip of the Meru mount. In both the cases Gods 
mie witnessing the action with fear, over the possible catastrophe. 
This is one of the apt and beautiful similes of Agastya in this Kavya. 

This simile does not stop at that. It goes on to suggest the 



similarity of Arjuna with the mount Meru. Thus an alahkara 
suggests another alanakara. It is very much common to compare a 
hero wth the mount Meru. The heights of the heroism of Arjuna 
are indirectly compared to the unequalled heights of the Meru 
mount. The speciality of this comparison shines more, when we 
know about the divine origin of the crown and its presentation to 
Arjuna 

An admixture of the figure ‘Sahokti’ enhances the beauty of 
this verse. Agastya here says that the serpent arrow could cause 
the fall of the crown and also the lurking fear of the witnessing 
Gods. 

This figure suggests the Vyabhicar*vibhava of Vtrarasa namely 
the ‘surprise’ of the Gods witnessing the fierce battle between 
Karna and Arjuna. Thus it adds to the exuberance of the Vtrarasa 
in the context. 

Appayyadiksita the famous rhetorician in his CITRAMIMAMSA 
discusses the nature of Upamdiafikara in detail. He himself defined 
it and to illustrate its varieties he brings in examples from great poets 
like Kalidasa. He quotes four verses from this ‘BALABHARATA’ 
and illustrates some of the varieties of ‘Upamd’. They deserve a 
worthy mention here. 

The common characteristic (WlPWlf) is the life of sim¬ 
ile. And this common attribute can exist in so many ways. 
Appayyadiksita says that at times the comon attribute comes into 
existence through the quality of superimposition. 

3*TsrR: means superimposition or in rhetorics. After 
explaining such a possibility Appayyadiksita quotes the following 
verse to illustrate the same:- 

5R: || (3 - 71) 

He comments over this as followsat^RtchW: 
aqgRd:- -)io Here the eyes are the Upameya 


10 


(CITRAMIMAMSA - Page No. 22) 



and lotuses are the Upamana and the attribute of lotuses nat 
the ‘bloosoming’ is superimposed on the eyes. Hence.it illustr 
the concept explained by Diksita But without a complete ana 
of this verse the beauty of the Alankara can not be understoc 

After the performance of sacrifice by Drupada, a son ca 
Dhrstadyumna rises out of that sacrificial altar as desired by E 
pada. Agastya describes that incident in this verse narrating 
surprise of the onlookers. 

The boy comes out shining like the young rising Sun v 
crimson flames out of the altar. Suddenly he grows-up int 
Man with golden rays of lustre. The onlookers are surpri 
and they look at him with their eyes wide open. Here there i 
comparison between the boy rising out of the altar and the ris 
Sun who suddenly goes high up in all his splendour. And on 
other side there is a superimposition of the quality of ‘blos.somi 
on the eyes of the onlookers. Then alone the suggested similai 
between the lotuses and eyes gains beauty. 

Special significance of this verse lies in the use of diffen 
words in it. The word means both a ray’ and a flame. T 
boy comes out of the flames. God Agni is none else than Sun G 
in another form. Hence the crimson redness of the flames a 
the rays of the rising Sun are similar in quality, and beauty. Th 
the boy comes out like the rising Sun and surprisingly he grows-i 
very big with various golden hues of the different arms he posse 
His awe-inspiring emergence out of the fire and sudden growth 
aptly suggested when he is compared to the mount Meru shinii 
with the glitter of the disc of the Sun. 

Lotuses bloom at the rise of the Sun in the morning twiligi 
As the Sun goes up they bloom full and bright. Similarly tl 
onlookers of the sacrifice are surprised at the birth and the suddf 
growth of the boy. They surprisingly looked at it with their loti 
like eyes wide open with full blossom. 

The figure suggests a vibhava of the Adbhutarasa namely sui 
prise. So the Alahkora acquires beauty as it suggests the contextu: 
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Rasa here. 

Appayyadiksita quotes the following verse also and comments 
over that as follows:- 'diets'^I 

-' (feRlRTOT - <m\ ^ 23) 

As pointed out earlier the essence of simile is its common 
attribute and it may be introduced in different ways. This above 
verse illustrates the possibility of a point of similarity, expressed by 
way of combining both the nature of a common attribute and also 
the superimposition. 

Prince Uttarakumara along with Arjuna goes to fight the 
Kaurava armies. But on actual sight of its enormity he shivers 
in his shoes. The Kaurava army glittering with its weapons is 
resplendent like a flash. And on seeing it Uttara starts sweating 
being embraced by the trembling fear. In describing this situation 
Agastya introduces a simile. ‘Fear’ is personified into a lady and is 
made to embrace Uttarakumara with her natural tremble on seeing 
the flash. Ladies with delicate hearts naturally fear the sudden flash 
of the tightenings, and in such cases they naturally take shelter 
in the embraces of their beloved. Here Uttarakumara trembles 
out of fear. So the trembling is taken as a point of similarity by 
Agastya and he compares Uttarakumara’s fear with the lady called 
‘Fear’. And again this similarity of trembling is extended and a 
superimposition is also introduced here by Agastya. He says that out 
of fear, the shivering lady called ‘Fear’ embraces her beloved prince 
Uttarakumara and sweats. Thus the idea of embrace introduced 
here enhances the beauty of the simile and also the context. 

Here the alliteration which is a Sabdalahkara, is also present 
and it adds to the beauty of the poem. 

Appayyadtksita quotes the following verse also in his 
CITRAM/MAMSA and writes his comment over it as follows:- 


3)lc1M^r«>rrqT«rat II (4 - 11) 

m ^imv i i»^ i jmri i ^s^i5<v j »)»iHi faHiilTifiiHHi»i<<i^^ ^n^ ii 

He quotes this to illustrate a type of simile wherein the poini 
of similarity or common attribute is introduced in the form ol 
‘Bimbapratibimbabhova’. When two ideas that are treated alike 
and similar by virtue of their close resemblance, are expressed 
in two sentences by two different words, ‘Bimbapratibimbabhova’ 
exists. 

The sons of the king, namely the Kauravas, are jubilant on 
the supposed death of the Pondavas but pretend sorrow and shed 
(Crocodile) tears. In that act they resemble the ‘ponds’ which 
during summer contain the lightly heated water at the surface due 
to the heat of the Sun, but contain very cold waters underneath. 

Two ideas, namely - actual pleasure at the death of the 
Pondavas but pretension of sorrow externally -and - the heat¬ 
ing of the water due to the scorching Sun externally, with deep 
cold water inside - are quite different but here they are treated 
alike as they closely resemble in both external appearence of sor¬ 
row and heat and internal experience of joy and coldness. They are 
expressed in two different sentences. And the similarity between 
the two is conveyed by a word that has a superimpositiort over it. 
This word in one sense means ‘tears’ and in the other sense 
it means ‘vapour’ rising out of the heated waters. With this type 
of expression the simile brought in between the Kauravas and the 
water ponds acquires maturity and beauty. 

This simile suggests how deep seated is the jealousy of the 
Kauravas towards the Pandavas. And the word ‘ ’ used 

here enhances the same. For the time being at least, the vapours 
over the Sun heated waters are a reality. A touch of heat they 
do experience. But by the use of the word ‘ aiPpThT ’ meaning 
‘pretension’ even the touch of real grief is negatived in the hearts 
of the Kauravas. 

Appayyadiksita quotes the following verse also in his treatise 
and comments over it. 
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^ -q^RTT ^ i 

arse^RIFFEmi ^ •?tmrr ^ it: B r g-^enir<4l<t ) : II (2 - 2) 
m ^RTR rTOri# ^ H T Crgdrej imnofl titf | 


After the premature demise of both of her sons queen Satya- 
vati, addresses Bhisma about the sad plight of the Lunar dynasty. 
She brings in a simile and compares Lunar dynasty with that of the 
divine garden of Indra prior to the churning of the milky ocean by 
Gods. 

Here the comparison is between the Lunar dynasty and the 
garden of Indra prior to the churning of the milky ocean. Lunar 
dynasty and the divine garden are by themselves beautiful in many 
aspects, but here the loss of the existing son in the case of the Lunar 
dynasty, and non- acquisition of the objects of further beautification 
in the case of the divine garden, brings them on par and a common 
characteristic (i.e.) absence of beauty is introduced 

and it gives scope of comparision between the two. But the 
superimposition introduced here in the word ‘ 7RIH ’ brings in the 
special signiftcance of the verse. ‘ 'h-rlH ’ means son in general 
and more specially such a ‘Son’ who keeps-up the lineage of the 
family line. It also means one of the five ‘Kalpa’ trees of the 
garden of Indra. God Indra acquired them in his garden after the 
great Pauranic churning of the milky ocean. Thus in this verse the 
point of similarity pins down to the absence of the ‘ trl-dH ’ and 
its consequent lack of lustre. 

Strictly speaking Bhijma is the heir of the, Lunar dynasty and 
while he is alive it is improper to say that the Lunar dynasty is 
lacking heirs. But he has vowed to remain a bachelor. Hence 
the lineage is at stake. Thus there is no possibility of having any 
sons in the family in future. So the use of word ‘ 'H-dH ’ which 
is symbolic of the perrenial source that preserve the lineage is apt 
and appropriate here. 



‘SLESA’ (PARANOMASIA): 

f^Feigi ^ ^ i 
^ ^ -qm II (10 - 60) 

The figure of speech 51e§a is by its very nature reqi 
special attention, for its description and comprehension al; 
some rhetoricians are of the opinion that 5lesa hinders the 
assimilation of sense and hence delays the realisation of th( 
of Rasa. As Dr. Raghavan puts it,^^ “Samskrita composi 
cheaply associated with Slesa”. “Often the puns revolve rour 
and trivial attributes”. But Dandin says that Slesa enhanc 
beauty of all alankfiras except ‘Svabhovokti.^^ and Abhinavi 
also accepts its help in figures of speech where in the simik 
suggested. 

So much so the Slesa as an Alahkara should possess 
with well known double meanings. Otherwise the very apprei 
mood of the Sahrdaya will be hindered. Bapa’s statemen 
“Slesa should not be difficult to understand” c 

taken as the touchstone to judge the quality of the figure S 

In the above verse not even a single word is remote or di 
in its meaning. Ktcaka is the name of the villian of the cc 
The word ‘Kzcaka’ is also popularly known as to mean a ba 
stick too. The word ‘Ven? conveys both the meanings of 
and the ‘hood’ of a serpent. Krsna is the word that denoh 
name of Draupad? and also the adjective ‘Black colour’. As p( 
context the meaning of the verse is plain and easy to unders 

Kicaka kicks Krsna and then the latter with her hair dishe' 

attempts to destroy her enemy (K?caka). This natural descript; 

the fact suddenly acquires speciality and beauty when a compa 

a simile, is drawn between Krsna and a serpent. 

• ♦ 

Immediately the readers mind goes back to understand 

“ Dr. V.Raghavan - STUDIES ON SOME CONCEPTS OF 
ALANKARA 5ASTRA - Page No.77 
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simile. Like a flash the beauty of the Slesa, running all through 
dawns on his mind and enhances his pleasure, through focussing 
the beauties of the verse. 

The Sleja evolves here very naturally and a simile is also 
couched in it. Svabhdvokti which is considered as not conducive to 
paranomasia is also, beautified by 51esa in this illustration beacause 
of the easy comprehension of the pun on the words of the verse. 

Finally the introduction of this figure in the context of a 
sentiment of Raudra further strengthens the beauty and propriety 
of this Alankara. The sense of the above verse conveys the basic 
vibhava of Raudrarasa namely the Anger and the consequent desire 
to take revenge for the insult caused to one’s own kith and kin. 


‘AKSEPiLANKiRA’; 

* 

3i«ion' 



(10 - 38) 


The above verse illustrates the figure called ‘Akjepa’. Villian 
Ktcaka tries to entreat and to win over Draupadt, when the latter 
arrives at his home. As a servant-maid at the royal palace prob¬ 
ably, she is not wearing any ornaments. But her beauty deserves 
ornamentation though she neglects it. Kicaka feels that she should 
decorate herself and also should honour him with an embrace 
by her limbs worthy of decoration. He supposes himself to be a 
a man of beauty. And in this verse the pun on this word 

enhances the beauty of the verse. But the figure Aksepa lies in the 
second half of the verse. A good saying, though possessed with 
the excellences of expression (pertaining to both sound and sense) 
should not neglect further ornamentation. Kicaka’s interrogative 
sentence contains the answer also with in. 

Here Agastya is able to paint clearly the natural beauty of 
the heroine Draupadz. And at the same time his personal opinion 
regarding the relative place of ‘Guna’ and ‘Alankara’ in any poetic 
composition is also conveyed. 
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AGASTYAPANDITA’s BALA BHARATA 

♦ « 


‘YATHaSANKHYA’: 

' «i4lrWW<^l*qiPra 4)<5|#^: II (20 - 10) 


This verse illustrates the figure By the very name it 

can be seen that there will be some observation of the order of 
sequence in the objects of description in this Alankara. Some 
rhetoricians are also there who do not consider this an Alankara 
at all, as there is no insistence of beauty here, but insistence is 
only on the sequence.*^ But without beauty no comparison is a 
Upamo, no superimposition is a Riipaka. So also is the case here. 

After the disastrous war is over Dhrtarastra comes to stay 
with Pandavas. The king Dharmaja (^t:) is renowned for his 
Virtues He has got an ardent devotion towards his 

elder uncle and Bhlma has got a pungent tongue, and 


is used to speaking bitterly with the blind king often. Thus here 
Dharmaja’s devotion, and Bhima’s sarcasm are the two objects 
enumerated and the resultant happiness and suffering 

(anpRRf) respectively of the blind king are also mentioned here. 
Upto this stage literally the definition of ^I4it9<l suits and Agastya 
beautifies it by bringing in a simile also here. The objects brought 
in are also joined together adhering to the earlier sequence of 
the objects of description. Here '>4lrMi (moon light) and 
(sunshine) are introduced respectively. Then the meaning of the 
verse acquires special beauty. 

Dhrtarastra like the animate world, is pleased by the moon 
light-like devotion of virtuous Dharmaja, and is afflicted at times 
by the sarcasm of Bhima which is like the heat of the Sun. 

This figure is introduced here very naturally. There is nei¬ 
ther artificiality nor strain or special effort in description, and thus it 
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enhances the beauty of the situation. 

‘RcrPAKA’ (METAPHOR) 

fTMiKiiir^^ i viPi ^ ii (19 - 71) 

After the war Dharmaja goes to Bhtsma to have his blessings 
and advice. Then Bhtsma enquires the welfare of all Pandavas. In 
that context Agastya composes a nice Metaphor. Bhisma enquires 
about the peace and relaxation that the bow called ‘Gandtva’ is 
enjoying at that moment. 

Here complete identification of the bow and the cloud is de¬ 
picted and both the objects are expressed. The nature of Upamana 
(aw) is completely given to the Upameya - the bow; and the bow 
shines in the form of a cloud, this superimposition extends to the 
various attributes of both Upameya and Upamana. There is also 
a perfect identification established. sqiHfel, are 

the other Metaphors. On the bow string the lightening, on the 
arrows the rain, and on the astras the mighty thunderbolt are su¬ 
perimposed. The respective adjectives used there in suit aptly to 
their respective Upameya and Upamanas. It illustrates the variety 

The speciality of this verse lies in its suggestion of the valourous 
Arjuna. Bhtsma identifies Trrprgtl: with and by enquiring 

about the relaxation of the terrific Gandtva, which is famous for its 

• • 

quivering bow showering a rain and the thunder like super human 
weapons, suggests the valour of Arjuna and the verse enhances the 
beauty of the Kavya. 

The Metaphor is far-fetched yet the easy comprehension of 
the sense is not hindered. Here the word ifTRi suggests the Rasa 
and the enquiry of about peaceful settlement of the bow, after 
getting victory to Dharmaja, makes the valour depicted in the 
verse subordinate to Santarasa. 
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* << 


‘ATISAYOKTI’ (HYPERBOLE): 



fTRiftrfr?: 


King Dharmaja proceeds to the battlefield with his sev 
Aksauhinis of army. As the army is moving forward the joii 
of the planet Earth are loosening and the earth presses down 
the head of the king-serpent Sesa. ..Because of the presssure a 
weight of the earth, the gems on the hoods of the serpent Sc 
go down deep into the head and the eye balls of the serpent tu 
up, and come out of the sockets. Thus serpent 5esa holds hi; 
the Earth on its hoods with much pain and affliction. This is 
Hyperbole where in the exaggeration is the essense of narration 


The main idea of the verse is to convey the vastness ar 
heaviness of the Pandava army. If this fact is stated simply 
will not make poetry. So in a poetic expression, to suggest son 
excitement, some better quality or some deeper impression the po< 
resorts to Simile and compares the object of the context to a similt 
but more exciting, more impressive and more qualitative objec 
And when he feels still more for emotional heights he resorts to 
‘Metaphor’ and when the poetic emotion is still greater the poe 
takes to the depiction of a Hyperbole 

In the above verse the poet does not rise to his full imaginativi 
heights. If he tries to do so he is likely to go out of his context 
Then his expression out weighs the sentiment of the context. Ther 
it results in the abuse of figures. 

The context of the verse is the description of the army. Taking 
serpent 5esa who bears or protects the Earth as the object ol 
comparison is quite apt here. The army of the king is well known 
for its responsibility in protecting the Earth and its people. 

Thus here the poet’s imagination does not go out of the 
periphery of the context and so the reader’s mind can catch the 
intensity of the thought in this description, without losing the basic 
thread of the verse and the context. ' 

Thus the above verse can illustrate the keenne.ss of observation. 
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imagination and skill in description of the poet Agastya. In rhetorics 
this figure is classified into many varieties, and this verse illustrates 
the It postulates a connection where it is not actually 

present. 

Really speaking there is no connection between the heaviness 
of the army and the suffering of Adiiesa in bearing the planet 
Earth on his hoods. But an artificial, and imaginative connection 
is construed and then it is further exaggerated. Serpent S'esa 
holding the planet Earth is an accepted mythological truth and 
the conventional poetic licence rationalises the validity of the basic 
Simile in this verse. 

‘ARTHiNTARANYiSA’ 

^ ^ I 

^ ^ Wflwqi: II (20 - 14) 

After the great war the blind king Dhrtarfistra and Gandhari 
decided to go to forest-dwelling. Then Kuntr also decided to do 
so and accompanied them to the forest. She did not prefer to stay 
back to live with her sons, who off-late got back their own kingdom.’ 

When we hear this statement naturally a question arises in. 
our minds, why does she behave like that? and how far is she 
justified in doing so? To clear our doubt and to substantiate 
the corrrectness of her decision Agastya takes recourse to the 
inclusion of a figure of speech called <iT4?'d<'-qi'H: (i.e.) introduction 
of another different idea. The decision of Kunti is specific and of 
a particular nature. Such an individualistic decision becomes valid 
only on the knowledge of the occurance of the same type with 
people in general. Hence Agastya says that generally and more so 
particularly in the case of ladies, it is the character and conduct 
that is to be protected from any reproach or adverse comment, 
even ignoring one’s own pleasure. 

Thus in this verse Kunti’s departure to the forest is quite 
relevant and it is substantiated by a non-relevant general statement 
about the importance of protecting one’s own conduct from any 



bad comment from public. 

This Kovya abounds in Arthontaranyasas and a list of them 
is given else where in this boolc(page No. 215). Generally these 
will exhibit the worldly wisdom of the poet Agastya. A poet of 
outstanding merits, lives on the lips of his people through his 
statement of such generalised wisdom. 

‘ULLEKHA’: 

^ II (l6 ~ 9) 

Being lead by 5rtkrsna Arjuna goes to mount Kailasa. There 
they enter the assembly hall where in God .Siva is seated along 
with his wife Parvati and his sons Ganapati and Skanda Agastya 
here describes how God Siva looks like at that very moment. 

God Siva is wearing the serpent as a necklace. That serpent 
is slowly moving on his body which is half occupied by his spouse 
Porvatl For a moment it moves on to the ruddy elephant head of 
Ganapati and gradually it goes on to the faces of Skanda. Then 
the gem on the hood of that serpent is resplendent with various 
shades of red colour, quite corresponding to the environment in 
which the serpent is moving. It shines like the red lead as it 

moves amidst the red lead dust sprinkled on the face of Gajonana 
and the same gem of the serpent hood shines like the crimson red 
colour of the rising Sun as it passes by the six faces of Skanda. 

and the same gem shines with dark red colour as it passes by 

the chest of Pdrvati, which is besmeared with red kumkum. 

When a single object because of its association with some 
other objects seems to be different from itself, there lies the figure 
‘Ullekha’. 

Here the gem of the serpent’s hood is conceived to shine in 
different colours in different environments. Here the speciality lies 
in its natural description. The poet may imagine an ‘Ullekha’and 
in such a case it only reflects a fancy. But here the serpent natu¬ 
rally moves and the colour of its transparent gem also takes different 
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shades. Here also the figure is neither a far-fetched one, nor an 
extraneous decoration. It is so natural that we feel as if the serpent 
with its gem studded hood is crawling on the body of God Siva. 


‘SiRA’ : 





I ?RTt ^ II (18 - 9) 


On the battlefield of Kuruksetra Kaurava army is assembled 
in eleven Akshauhinis in the beginning. It is so large that it 
resembles the ocean waters at the time of total annihilation of 
the world (JTvni:). After seventeen and half days fierce battle. 


it is destroyed greately and gets reduced in its size, and then it 
resembles the waters of the river Gahga and finally it almost dries 
up and becomes similar to that of a small pond containing a little 
quantity of water. The description of the gradual destruction and 
consequent reduction in size of the Kaurava army is present here. 

Sdralankara is there where there is the description of a gradual 
increase of the affluence of any object. But here gradual decrease 
is described. This illustrates another type of Sdrolahkdra in which 
gradual decrease of any aspect is described as an anticlimax. 

The beauty of this verse and the figure of speech used therein 
lies in the use of the particular word as it suggests the 

lost resort of Duryodhana. His pride and his hope of winning 
the war with the help of his friends and eleven Akshauhinis of 
army gradually dwindles and finally he flees to a water pond and 
hides himself. Thus here this Alankfira is quite apt and natural, 
and there is neither strain, nor laboriousness in its execution by 
the poet here. On the other hand if Saralahkara of this type is 
not introduced here, the anticlimax of the hope and its frustration 
in Duryodhana will not be effectively conveyed. Hence Agastya 
resorts to depict this figure here. 

‘VIRODHiBHiSA’ (PARADOX): 


^ fsRfqsi ^ jjuiyckjywcii i 

rri^ n (is 


82 ) 
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AGASTYAPANDITA’s BALA bh^R^ 

The meaning of the above verse is as follows “After cross 
much distance in space, fast like an arrow left out form the bi 
string Krsna who is not devoid of Gunas (Virtues) shows Arjt 
those different places on which the star gallaxies rotate”. 1 
meaning is so ordinary and simple that there is no scope 
any figure to exist in it, but when the two words ‘ 

are heard there seems an apparent contradiction, £ 
on a minute consideration the pun on the word ‘Gupa’ comes ( 
and the seeming incompatability is set at rest. The word Gu, 
admits of a double meaning. In the first case ‘Guna’ means 1 
bow-string, and in the second case ‘Guna’ means a quality. 

Here a special suggestion is also possible about the poe 
quality of Agastyapandita. The whole verse may mean an idea. 

Agastya having flown far deep into the etherial flights of poe 
imagination of the epic MAHABHARATA like an arrow, basij 
its speed on the basic quality of his intellect (Guna) yet witho 
giving up the poetic excellences, exhibits to the righteoi 

Sahrdayas (3#!:) those spots of divinity and beauty wherein shini 

the imperishable ‘Light’ of the star gallaxies. 

Here the word suggests the face to face vision of tl 

beauties of the great epic brought in here. 

‘PARISANKHYA’: 

ii (8 - io) 

Arjuna takes to penance to secure the weapon Pasupata fron 
God 5iva. On the mount Himalaya he indulges in a severe penance 
Agastya describes his penance in detail and in that context use: 
this Parisankhyalankara to suggest the concentration and intensity 
of the practice of his penance. 

Arjuna stands on the tip of his toes of a leg keeping fires all 
around and keeps his sight upward on the scorching Sun, stretches 
his hands high, and resorts to the repetition of the spell (Mantra). 
Then according to the description by Agastya, the movement or 
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the motion of the lips is only seen, and in no other part of the 
body Arjuna moved even slightly. 

Naturally trembling or shaking is inevitably present in some 
of the limbs when one stands on his toes, a winking is inevitable 
in eyelids when one looks at the scorching Sun. But in this verse 
such a scope of ‘Spandana’ is narrowed down by confining it to 
the lips only. Such a process of poetic description is said to be the 
figure of speech called Parisankhyalankara. 

In introducing this Agastya did not exhibit any special effort 
or laboriousness. Moreover this alankara here, by performing the 
duty of a vibhava of Dharmavirarasa enhances the beauty of the 
sentiment of the context. 

‘DIPAKA’: 

Bfiguvri 8iIc^R WTOl I 

^ Wldvi II (8 - 75) 

After receiveing the divine weapons from various Gods Arjuna 
goes to conquer the demons namely Nivatakavacas. They are hiding 
underneath the ocean and Arjuna with his skill in archery defeats 
them and kills. While describing his valour and victory Agastya 
brings in a figure called ‘Dipaka’. 

It is a figure of speech wherein, the common attribute pred¬ 
icated with reference to a relevant object of the context, applies 
casually to the irrelevant also in the same way as a lamp lit to il¬ 
lumine the house, lights the street as well. 

The main and the relevant idea of the context in this verse is 
the filling up of the quarters by one’s own fame is the verb 

used here to denote the required action and this verb is applied to 
three other actions. Arjuna filled all the quarters with the sounds 
of the Gondiva bow, and with that Gandiva he killed and filled the 
ocean with the streams of blood of the mighty demons and also 
he filled the ‘Rasatala’ with his fame white as the sacred waters of 
the river called Bhogavatz of the PatSlaloka. 

This Dzpaka is naturally evolved and it enhances the beauty 



of the Vzrarasa of the context. 


‘BHIUNI'IMAT’ (ILLUSION): 

Jt^TqT I 

3TR^5fcn: II (5 - 100) 

Where the sight of an object creates an illusion in the beholder 
mind there exists the figure called Bhrantimat’. 

While describing the beauties of the capital Indraprastt 
Agastya brings in this figure of speech. 

He says that the clouds hovering on the high places are causinj 
pleasure to the peacocks of the palaces of the city. 

It is generally accepted that on seeing the rainy clouds the 
peacocks will feel happy and dance in ecstacy. Such peacocks 
dancing with the fully spread plumages enhance the beauty around. 
During rainy season only they dance on seeing the rainy clouds. 
The rainy days are considred to be bad (5^0 because of their 
inconvenient atmosphere to enjoy the beauties of nature around. 
According to the poetic convention the dance of the peacocks is 
to be described only during rainy seasons. So Agastya intelligently 
brings the figure ‘Bhrantimat’ here. 

The clouds hovering over the palace flags are white like the 
clothes of the flags. In that city^blue ‘Indranila’ stones are studded 
in the palaces. While clouds, as they pass through the high palaces 
of the city acquire the blue shade of the Indrandas. Then they 
resemble the dark rainy clouds and on seeing the blue shade of 
those clouds the palace peacocks get illusioned for a moment and 
immediately they start dancing with wide open plumages, thinking 
the rainy clouds have come. 

It is really a farfetched imagination and a laborious composi¬ 
tion. Yet as it is described as an illusion, its use instead of lessening 
the beauty of the Kavya enhances it very much. 

In addition to the figure ‘Bhrantimat’ the ‘Chekanuprasa’ is 
also present here enhancing the beauty of the verse. 

At the end of this chapter the following list of the 
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Arthdntaranyasas introduced by Agastyapandita in this Kdvya can 
provide us a clear understanding regarding his wider worldly wis¬ 
dom. His propriety and skill in using them to impart a true un¬ 
derstanding of the way of the world to his readers is also clearly 


evident here:- 

1) I (2 - 67) 

2) ^ ' (2 - 99) 

3) ^ 3R: 1 (3 - 18) 

4) awcgf'rtartsCT 1^ ii (3 - 16) 

5) ^RT: ^ I (3 - 77) 

6) HidM?!# ITOlfttn: I (6 - 68) 

7 ) I (6 - 72) 

8) & I (7 - 58) 

9) litT faraiftniT If I (7 - 62) 

11 ) I (7 - 95) 

13) I (9 - 70) 

14) ^ I (9 - 71) 

15 ) Mu i ^r^ rq : wwr^Pi 4t1wi; i (io - 78) 

16) % !Fft I (10 - 28) ^ ^ 

17 ) I (ii ~ is) 

18) ilfT tf ^!?PTfr: l^Rt ^ II (11 - 58) 

19 ) f ff ^ fggroraroi 1 (n - 66) 

20) ^PTlRsfHTfcRFI <t)4 I (12 “ 13) 

21) ^ ff I (13 - 20) 

22) I (13 - 40) 

23) f?R^mfft'^II^^I (13 - 50) 

24) feRt f5l#niT ff -Sf^: I (13 - 52) 

25) ^ ’l^ 5+H5R1 ff ’d^l (13 - 56) 

26) 41dW^^ : I (13 - 66) 

27) itR f^ y i f-tjdt^ia^ ’CR*! I (17 - 9) 

28) fcll'k^ ftKRitR 133 (l8 - 17) 

29) f ^ f^RfcT^^ qshdlH I (18 - 66) 
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AGASTYAPANDITA’s B^LA BHA 

»• 

30) ^ ^ inBTOTfi iP# | (l8 - 75) 

31) 5Tqrt^ W[R;friqf: i (20 - 11) 

By now it is clear that the figures of speech are the embe 
ments of any poetic composition. And as such they are not 
neglected in any work by the poet. Following the guidelines 
gested by inandavardhana Agastyapandita beautified his Ki 
In this Kavya there are hundreds of verses that can illustrate 
alarikdra or the other. By way of a random selection a few o 
verses are picked-up here in this chapter and the figures thai 
embedded in them are analysed. In BiLABHiRATA no alah 
is neither farfetched nor labouriously worked out and the same 
is clearly exposed in the above pages of this chapter. A deta 
study of the technique adopted by Agastya in employing alahk. 
can be a subject for a wider study and this chapter is meant < 
to help such a project in future. 


Ht Ht Ht 



VII 


BALABHARATA 
A STUDY IN ETHICS 

cn^mg^n^TT ^ ^ JT[fjp?t^rTR;% ii (i9 - 77 )' ’ 

‘Your Dharma and Artha should enhance each others pros¬ 
perity and you should not develop much attachment to them. You 
should not nurture too much fascination for ‘Kama' but pursue it 
as it goes well in tune with your Dharma and Artha’, 

Thus Bhzsma the veteran in the understanding of 
Sanatdnadharma and ethics advises Dharmaja in this Kdvya. The 
statement is quite simple and easy to comprehend, but why are 
they to be pursued at all? And how the above advice on them 
is to be practised at both individual and social levels? These are 
the questions of all times. Successful answering of them is real 
education. In our Sandtanadharma the Vedds instruct such an un¬ 
derstanding through their injunctions, and their tone is like the 
command of a king. And the Purdnas explain the same with a 
friendly tone. And the Kdv>'a in general tries mainly to inipart cor¬ 
rect understanding of it sweetly through the semantics of aesthetics. 

Thus the purpose of poetry in our country is not merely 
entertainment. It should also became a vehicle to preserve and raise 
the moral standards of society. It is necessary for the healthy growth 
of society, for the safety of the individual person and property 
and also for making the attainment of human goals of existence 
recognised by the society as early as possible and as smoothly as 
possible. 
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There are four goals which have been recognised by our Hindu 
society from the earliest times as worthy of pursuit in our lives. The> 
are religious merit (sw-). wealth for material well-being, (31*^), 
tlie objects of love (^0 and salvation Hindu history 

is full of instances of persons who have achieved all these four, 
(n Indian contemporary life also some persons are there pursuing 
them ardently. Scriptures are always there to show the sure path 
to them. The MAHiBH^RATA abounds in such illuminating 
precepts and illustrative characters. And its epitome al.so should 
lay much stress on that aspect. How far Agastya is successful in 
that direction is the subject matter of this chapter. 

THE EPIC AND THE ETHICS: 

The epic itself declares its profoundity in imparting a correct 
understanding into the four-fold Purusarthds.* 

And Anandavardhana says that sage Vedavydsa conveyed the 
esseiKe of all Purusarthas in MAHABH.ARATA, with a special 
stress on the Moksa. the final goal of human existence.'^ 

In the words of Dr. Sukthankar^ “as we try to grasp the real 
underlying significance of the poem (Mahabhdrata), we gradually 
begin to perceive that there is a high ethical purpose informing the 
poem and we become aware of a new and important perspective 
on the ethical plane”.... 

— “The war on the mundane has been deepend into a cosmic 
war between the Devas and Asuras, symbolical of the idealistic con¬ 
flict Iretween the antogonistic principles, the ceaseless opposition 
between Good and Evil, between Justice and Injustice, between 
l>harma ,'ind Adharma”. “The characteristics of these two op- 

' i s2 - 17) 

ll 62 - 23) 


I (G^-dKHlch: 4 - 5, ^274) 

Dr. .Sukthankar - ON 'mE MEANING OF THE MAHABHARATA , 
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posite tendencies are very clearly realised by the epic”. “They 

are called the Divine Estate and the Demoniacal Estate 

.... “Fearlessness, purity of heart, steadfastness, lib¬ 
erality, self-restraint, uprightness are among the qualities of those 
that are bom to Divine Estate. Hypocrisy, pride and self-conceit, 
wrath, insolence and ignorance are the qualities of those that are 
born to Demoniacal Estate”......“Thus on the Ethico-psychological 

plane.the epic universe seems to gyrate round the fixed axis of 

Dharma, Justness and Rectitude in human conduct and ritual ob¬ 
servance, man’s whole duty towards his neighbours and towards 
God. In other words on this plane the epic aims at impressing 
upon the reader or the listener the paramountcy of moral values”. 
EPITOME AND ETHICS: 

All these ethical aspects of the great epic story which have been 
envisaged by both ancient and modern critics have been skilfully 
harmonised and perfectly blended forming one indivisible organic 
whole in BALABHARATA by Agastya. And the verse quoted at 
the beginning of this chapter serves as an index in that direction. 

In BALABHARATA the qualities of Divine Estate 
are poetically illustrated through the characters of the Pandavas, 
mainly by describing their exploits and also at times by way of figu¬ 
rative expressions. The qualities of Demoniacal Estate 
are clearly brought out in the characters of Kauravas. Here in the 
Gho|ayatra episode, while describing the Krtya incident the above 
idea is clearly conveyed by Agastya. And he constantly brings in 
the symbolic reference of ‘serpent’ to denote Kauravas. 

In ordinary actions of day to day life the knowledge of the cause 
and the effect is subjective when experienced, and objective when 
explained. An objective explanation of the subjective experiences 
of the different actions and reactions of different characters in this 
Kavya is meant here. Only as a touchstone various basic ethical 
precepts of our Sanatana Dharma are brought in to provide the 
background for assessing the contents of the Kavya. 

For an analytical study of the four-fold purposes of human life 






depicted in BALABH^RATA, a three fold division of the stor 
content of this Kavya is suggested. The story from the beginnin 
of the Kavya till the birth of the Pandavas can be taken as th 
first part (First and Second cantos). The story starting with th 
childhood of the princes till the final coronation of Dharmaja, ma 
be taken as the second part (Third to Nineteenth cantos) and th 
last canto may be taken as the third and the final part. 

HINDU ETHOS IN BiLABHiRATA: 

A bird’s eye view of the Hindu Ethos as given below is o 
much value in the evaluation of Ethics in this Kavya. 

I. THE VEDAS: 

In BHARAT individual and social activities are brought withii 
the ambit of philosophy by the belief in the divine creation of socia 
order and of the entire universe. So in our country metaphysics 
and sociology are intertwined. In such a religious system ethics 
must be based on metaphysics. Here the ordinances of civilisec 
conduct spring from the ‘5rti’ and ‘Smrti’ (^ji^s cOT 

This point, Agastya brings to our mind clearly in his Kavya, 
The belief in the Vedas as and as standard of knowledge 

and the importance of the Srti and Smrti are clearly stated on 
different occasions in this Kavya."* 

II. GODHOOD: 

Smrtis conceive the supreme being as Eternal, Uncreated, 
Self-existent, Immanent, Transcendent, Omnipotent, Omniscient 
and also as the Abode of all auspicious qualities or attributes, the 
source and the goal of alt selves, in short, the ‘Sagupabrahman’ of 
Vedanta. The creation and destruction in all their details are of 
‘His Will’. The natural laws that enable the universe to function 
and sustain are also ‘His will’. An implicit devotion and dedica¬ 
tion to ‘HIM’, combined with good conduct and self-enlightenment 
are the main aspects of ethics in our society. This fundamental point 


■* ’tFtwi; ( 2 - 9 ) - 
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of Hindu Ethics is clearly expressed throughout this Kovya while 
describing the nature and actions of 5rikrsna the incarnation of 
God Visnu and of God Siva. Moreover the speciality of this Kdvya 
lies also in realising contemporary religious rivalries about the true 
nature of Godhood. 

III. RELIGIOUS BELIEFS: 

Agastya felt the pinch of the religious rivalries of his contem¬ 
porary society. At that time having forgotten the true concept of 
Godhood, two religious cults namely Saivism and Vaisnavism were 
at loggerheads. They were attacking each other. Each claimed the 
monopoly of truth for itself and proclaimed the supremacy of its 
own deity. The literary output of the day also reflected the conflict 
between the two sects. Thus when the sectarian fanaticism and 
conflict was rampant Agastya came out with his spirit of tolerance 
and syncretism. He was of the opinion that the true concept of Di¬ 
vinity of smrti philosophy as enshrined in MAHABHARATA alone 
could bring in prosperity to humanity. So he took to the writing 
of BALABHARATA. The MAHABHARATA with its message 
conveyed through the Gzta, declares:- “Whatever celestial form a 
devotee seeks to worship with faith I (the Supreme God repre¬ 
sented by Krsna in the epic) stablise the faith of that particular 
devotee in that very form”.® So he wants to suggest that there is 
no rivalry between God Siva and Visnu, but they represent the 
various functions of the same Supreme Divinity. 

Hence, at the beginning of this Kdvya itself, while describing 
the moon Agastya uses such words which can suggest both Siva and 
Visnu, and their mutual amity and respect. In the first verse he says 
that Vedas declare (<h1kic)|xJ 1 aiWHPd) God Siva who has swallowed 
the ‘Kalakuta’ poision that came out of the ocean 
as the left eye of Visnu (^IIR and in the second verse 

Agastya suggests that God Visnu who has originated the Divine 
river Gangs (^: tpgfl) is worthy of the veneration by God 


5 


(Bhagavadgita - VII-21) 



Siva 

With this initial suggestion of the syncretism of Saivism and 
Vaisnavism Agastya proceeds and thereafter all through the Kavya 
the importance of both God Siva and God Visnu is stressed. It 
is generally considered that in MAHABHARATA the importance 
of God Visnu in the from of Krsna is established. But actually 

* j> * 

both Krsna and Siva are praised. Visnu in the form of Srikrsna 
acts as a human being at times seeking the divine assistance and 
blessings of God Siva. A discerning eye alone can find out the 
equal importance of both Visnu and Siva in the vast canvas of the 
longest poem of the epic. Agastya too is able to establish the same 
in his Kavya. He allots more space for describing the importance 
of Siva. He narrates in detail the Kiratarjunlya story and also the 
incident where in, being accompanied by Krsna, Arjuna goes to 
Kailasa to fetch the secret lore of the ‘Paiupatastra’. The incidents 
where in Siva bestows his boons to various characters such as 
Sikhandi, Aivatthama are also described well. The Nalayani stmy 
establishes the greatness of God Siva well. 

In our Sanatanadharma the tradition attributes three of the 
primordial Gunas to three Gods namely Brahma, Visnu and 
Maheiwara. Brahma is said to be the creator, Visnu the sus- 
tainer and protector and Maheiwara the destroyer in the cyclic 
process of creation and destruction.® All these aspects are clearly 
stated in BALABHARATA whenever an opportunity is available. 

The concept of incarnation of divinity in human form or 
otherwise, to establish Dharma by protecting good and eliminating 


® tIw yiCTil ii (is - 47) 
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evil from the universe is also presented in this work/ Both 5aivism 
and Vaisnavism ascribe many such ‘Avataras’ to their respective 
Supreme Gods in their literatures. Here Agasta clearly conveys this 
truth of Avataras® and makes references to all the eight Avataras 
of Visnu and to all most all important exploits of God 5iva as a 
benefactor of good and pious devotees.® Thus Agastya successfully 
conveys the message of the Hariharadvaita (i.e.) the mutual amity 
and understanding of the oneness of Godhood between Saivism 
and Vaisnavism to his contemporary society. But his personal 
devotion to Siva weighs more and this slant in him is discernible in 
the tone and tenor of his description of God Siva.^° He becomes 
more eloquent in describing the form of God Siva. Mutual co¬ 
operation of the Gods of trinity is also referred to in this Kdvya 
considerably.” 

HI. PURUSiRTHAS: 

The doctrine of the goals of life as consisting in the Dharma, 
Artha, Kama and Moksa is the eternal theme of our Hindu Ethics. 
A distinction is made there between the immediate and the ultimate, 
as well as the lower and the higher ends of human pursuit. A 
gradation in value is implied among them all. First is Dharma 
the regulator, the standard of all conduct to which the pursuit 
of Artha and Kama must conform. The relative values of these 
elements of Purusarthas have been much debated upon since the 
earliest times. 


I (12 


-19) 

® ftfluracIR: ?fNH1EIW (5-7), VIWNId 
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AGASTYAPANDlTA’s BAlLA 


In the last portions of MAHJ^BHJ[RATA Vedavyasa de 
that both Artha and Kama spring from Dharma^^ and thi 
main purpose of MAHABHARATA is to vindicate the re 
importance of Dharma and teach its precepts to humanity, s( 
the ultimate purpose of all existence might be fulfilled throug 
attainment of freedom from the cycle of rebirth and the retu 
the Atman to its original abode namely Paramatman. 

Agastya explains the relative position of the Purusarthas 
in this Kdvya. He condenses the entire 5dntiparva of the epic 
a few verses. Yet he clearly expresses the precepts of Bhisrr 
Dharmaja. In them Agastya says that “Dharma and Artha sh 
help the prosperity of each other, but too much indulgenc 
them is to be avoided. And too much attachment to Kama is 
advisable.^^ 

(i) THE DHARMA: 

The answer to the question what is implied by Dharm 
discussed much in Dharmasastras. Basing on the Vedic lore vari 
schools of philosophy defined it in various ways. But two s 
views can be taken here for our study of Ethics as enuncia 
bji BALABHARATA. The Vaiiesika definition is “that is dhar 
from which result prosperity(3?^:) and beatitude 1 

second definition means “that which sustains the individual a 
.'ociety is Dharma Dharmain ordinary life will roughly mean 1 
rnorahty. And the consistent pursuit of Dharma is not opposed 
he pursuit of the material requisites of well being satisfacti. 

of legitimate desires (m) including the sex urge. Thus Dharr 
wi nm bar a person from enjoying himself in lawful ways. It w 
restrict him to an ascetic and joyless existence. Eternal bli 

Ibid, - Page 217 
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A STUDY IN ETHICS 




comes out of the experience of life. 

Thus Dharma is ail comprehensive and being an enjoined duty 
its ordinary division is manifold (i.e.) relating to caste 
stage of life etc. If one is to act rightly all these must 

be known acurately, in all the various situations of life. 

(1) Duties of kings the king being the recognised head 

of governmental machinery which regulates the socio-political struc¬ 
ture. (2) Conduct in times of calamity applicable to the first 
two varnas when the ordinary codes of conduct are not appli¬ 
cable. (3) Emancipation from tlie necessity of rebirth and (4) 
The liberality are some of the other aspects of Ethics discussed in 
the 5anti and Anuidsana parvas of the great epic. Agastya in his 
BALABHARATA conveys the essence of the message of the epic 
on all these aspects too. 

It is well known that the enjoined duties of the first two 
varnas are as follows:- Teaching and learning of Vedas, performing 
sacrifices for one’s ownself and for other’s sake, receiving and 
giving of gifts are the duties of Brdhmana varna. The results of the 
non-adherence of such duties are also depicted in it. The story of 
sage Ydja illustrates the former, the lives of Drona and Aivatthdma 
provide the examples of the latter. Agastya clearly suggests this 
aspect in his BALABHARATA. Taking recourse to martial arts, 
and accepting service under a king are considered to be hindrances 
in the pursuit of one’s enjoined Varnadharma.'^' Hence the result 
of it ultimately leads them to their ruin only. Agastya suggests that 
Drona’s decision to take to service is an Apaddharma.^” 

Performing yajnas, learning the Vedas, giving gifts, protection 
of the people, as well as avoidance of addiction to sensual pursuits 


^ i (3 - 24 ) 

W ^ I (3 - 26) 
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In the last portions of MAHABHARATA Vedavyasa declares 
that both Artha and Kama spring from Dharma^^ and thus the 
main purpose of MAHABHARATA is to vindicate the relative 
importance of Dharma and teach its precepts to humanity, so that 
the ultimate purpose of all existence might be fulfilled through the 
attainment of freedom from the cycle of rebirth and the return of 
the Atman to its original abode namely Paramatman. 

Agastya explains the relative position of the Purusarthas also 
in this Kavya. He condenses the entire 5antiparva of the epic into 
a few verses. Yet he clearly expresses the precepts of Bhtsma to 
Dharmaja. In them Agastya says that “Dharma and Artha should 
help the prosperity of each other, but too much indulgence in 
them is to be avoided. And too much attachment to Kama is not 
advisable.^^ 

(i) THE DHARMA: 

The answer to the question what is implied by Dharma is 
discussed much in Dharmasastras. Basing on the Vedic lore various 
schools of philosophy defined it in various ways. But two such 
views can be taken here for our study of Ethics as enunciated 

by BALABHARATA. The Vaiiesika definition is “that is dharma 

» 

from which result prosperityC^th^sprO and beatitude The 

second definition means “that which sustains the individual and 
society is Dharma”.^'’. Dharma in ordinary life will roughly mean the 
morality. And the consistent pursuit of Dharma is not opposed to 
the pursuit of the material requisites of well being (3tsi:) satisfaction 
of legitimate desires including the sex urge. Thus Dharma 

will not bar a person from enjoying himself in lawful ways. It will 
not restrict him to an ascetic and joyless existence. Eternal bliss 

Ibid, - Page 217 
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Hindu scheme of life the second of the ‘airamfis’ 
/a out weighs all the others taken together. 
Tirthayatra, Puja, Vrata, 5anti etc. concern only 
ly life is the only means to the ultimate end. Final 
impossible from the toils of Karma, to one who 
i Begetting legitimate progeny is possible 

/a and then only one is released from one of the 
I Pitfna 

eremony completes garhastya technically but its 
is only after the birth of a son. Progeny saves a 
ancestors from detention in the hell of ‘Put’ after 
to the rebirth. Hence a son is called ‘Putra’ he 
rom falling into hell called (‘put’) - Manu the first 
;at for the success of every form of worldly activity 
wife is indispensable. Agastya conveys these ideas 
; the anxiety of Pandu over the lack of progeny, 
hat “all the merit secured by performing sacrifices 
use for a childless man”. He says that “fore-fathers 
hen the householder could see the glowing face of 
' breast milk lying in the lap of the mother. Pandu 
t the householder will enjoy happiness through his 


isure or of ease is not for the conscientious grhasta, 
i Cakravartin. One may remain in the world and 
it. Regulated life in the family is by itself sufficient 
sa. Man is a living link between his past and his 
hgations extend to all beings; human, sub-human. 




(2 - 65) 
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and super-human. He is not out to seek only his own liberation. 
Life is dedication to service, and whatever one does, should be 
modelled that it will simultaneously react to the advantage of other 
beings as well. 

All these aspects are well illustrated in this Kavya in the 
character of Dharmaja and we can see him as an ideal householder 
performing Japa, Tapa, Yajiia, Tzrthayatra, Dona etc. All the other 
information regarding the Komapurusortha is conveyed by Agastya 
in the first part of the Kavya namely the first and second cantos. 
All the accepted types of marriage, processes of enjoyment and 
modes of begetting children are illustrated in this part. 

The Kavya starts with the story of 5antanu’s love towards 
Gango. The bridegroom 5antanu is affluent generous, 

(^:) sturdy and the bride is beautiful and willing 

According to Dharma their marriage is legitimate. 
Equal status in brith, absence of any earlier love affair will add to 
its quality. These two requisites are also accomplished here, when 
Agastya writes that S'antanu is confident about the worthiness of her 
birth, and when he asks Gango about her earlier connections.^® 
Thus it is an ideal marriage but there is one lacuna in it. Santanu is 
blinded by love for her in accepting the killings of sons committed 
by her. When he asserts the necessity of protecting the child, the 
marriage becomes ideal. Thus the first marriage of 5antanu is an 
ideal one and the result of such a marriage is worthy of respect. 
And Bhtsma their son brings name and fame to the parents and 
their family. It is a gandharva type of marriage. 

Passion for sexual pleasure knows no limits and iantanu wants 
to marry again. His second marriage with Satyavah is not the ideal 
one. It is vitiated by unrestricted passion of the bridegroom and 
the conditional acceptance of the bride’s people over the promise 

tR: WT# II (l - 19) 
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ingdom. Mutual love is present here also, but it is not mainly 
t for begetting children to keep up the family line of Kurus, 
result of such a marriage is the birth of two sons, of whom 
rst is killed in a battle, and the second dies due to disease. In 
the cases the death is premature and childless. Neither the 
r who has got more affection towards Bhisma nor the mother 
thought of royalty to her sons was happy. 

Later on when Bhtgma forcibly brings the daughters of the 
of Kast, from their Svayamvara marriage Raksasavivaha is also 
rated and failure of love affairs due to extraneous causes is 
suggested when Salva the lover refuses to accept Amba after 
eturn from Bhzjma. 

Thus in the first canto four types of marriages and their possible 
ts are also depicted by Agastya. 

The entire second canto illustrates the other types of marriages. 
:t union of sexs, in different places, on different grounds are 
introduced. The social crisis caused due to the annihilation 
ngs by Paras'urama is referred to and the whole world of sex, 
ise and abuse of it, the Apaddharma and Adharma of it is also 
ited in BiLABHARATA. The MAHiBHiRATA is exhaus- 
in that direction. And Agastya is particular in conveying the 
ice and extensive complexity of the Kamapurusartha. Hence 
;tya writes this canto carefully without omitting any one of the 
iages given in the epic. 

A type of union known as ‘Devaranyaya’ is referred to and the 
r called ‘NiySgavidhi’ is illustrated in the union of Vedavyasa 
the royal ladies Ambiko and Ambalika. It is justified here as 
xigency because two sons of the family died and the other has 
n a vow to live a bachelor lifelong. The union of Paraiara with 
illustrates another type. The birth of Kali by the fallen semen 
^asu’s suggests another one. Description of the ‘Anuloma’ 
n leading to birth of Vidura, presence of beastial desire and 
iviour even in sages like Kindama is also illustrated. 

Necessity of mutual attraction between the mating couple, 
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results of its absence on the offspring, the possibility of getting 
children through Gods, the disposing of the illegitimate children 
secretly, and even the forced abortion, and process of preserving 
the fallen foetus, are also illustrated in this Kavya. One special 
feature of this Kavya is that Agastya introduces invariably the 
physical bodily union of the sexes for getting children. 

Thus in the first part of this Kavya the world of sex is pre¬ 
sented in its miniature. The variety of sexual relationships, their 
consequences on the partners concerned, and the effects on the 
social fabric are also suggested by Agastya through various actions 
and experiences of the different characters in the Kavya. 

In addition to this, elopement in disguise is depicted in 
Subhadra’s marriage. An attempt at molestation and its conse¬ 
quences are shown in the Kicaka and Saindhava episodes. Deceits 
in marriage alliances, change of sexes, are also shown in the story 
of Sikhandl 

Kama is the basic urge of humanity. Its elimination is not 
possible. Inspite of best efforts its influence is not completely 
checked. Its restraint is also very difficult. This aspect of it is clearly 
conveyed by Agastya when he writes that Draupadi falls down 
first on the way in Mahaprastona. Here Agastya says that she falls 
down because of her over attachment to her husbands.^^ Against 
the background of the Nalayan? and Indrasena stories where in, 
restraint of Kama is suggested,and also taking into consideration 
Draupadi’s married life with her five husbands for a full span of life, 
the information that her too much attachment to her husbands is 
responsible for her downfall - when read - conveys the vulnerability 
of Kama in human life cycle. 

Agastya does not touch much of the subject matter of 
Arthapurusartha in this first part of his Kavya. Mainly the ideas. 
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feelings, emotions and consequent actions that are connected with 
the sex and the desire for sensual pleasures are described here. 

(iii) THE ARTHA: 

A righteous life which finds scope for legitimate pleasures is 
possible only from Artha. Without the fulfillment of the basic needs 
social well-being is not possible and exclusive pursuit of them is 
also not conducive to the welt being because of jealousies, deceits 
and rivalries it involves. Thus Artha puru.^rtha is the genuine and 
legitimate pursuit of the material requisites of well-being. Hence 
every thing can be said to be an object of it as long as it is justified 
by Dharma. Craving for food, security and comfort are innate in 
human nature and the effort to attain them is natural and legitimate 
for any being. While securing them man goes through a variety 
of activities. Self-respect is the salt of human life. Generally all 
these are inherent in political power in any society. So much so the 
MAHABHARATA taking the kingdom and its authority as the 
bone of contention analyses the Artha purusartha in its entirety 
and spells out its message to humanity. 

Pursuit with restraint, enjoyment with non-attachment make 
the Artha sublime. The contrary results in sorrow and suffering. 
First is the positive divine quality, the second is the negative 
and demoniacal quality. The Pandavas represent divine forces 
and the Kauravas represent demoniacal forces and in the story 
of MAHABHARATA the inter play of both the forces is given 
with fine illustrations. BALABHARATA being an epitome of it 
is expected to represent the same, in nutshell. 

The second part of the Kavya as suggested earlier covers major 
portion (i.e.) the third to the nineteenth cantos of this Kavya. 
Here the nature, scope and variety of all the basic needs of human 
well-being are touched upon. 

(a) THE FOOD: 

Hitherto (i.e.) in the first and second cantos no reference 
is made to the basic urge, namely ‘food’. But peculiarly enough 
the third canto starts with the description of eating and seeking 





comfort under the shelter of the royal tents. Urge for food is 
common to all and the acquisition of it differs from individual to 
individual. By virtue of their birth and social status food is at their 
command for some, and by virtue of their righteousness and luck, 
some acquire it by divine grace and for some it is to be earned 
by self-effort. In all these cases one’s own effort for securing food 
need not necessarily cause harm to other living beings and in any 
case, gluttony is not the purpose of human existence. 

All these aspects are dealt upon in this Kavya. For royal princes 
food is not a problem at all and hence after a sumptuous meal 
and comfortable rest, envy in Duryodhana crops up and he binds 
Bhzma, and throws him into deep waters. Thus the availability of 
food comfort and royal respectability do not provide satisfaction 
to the beast in Duryodhana. His evil mind starts moving like a ball 
and in its course it drags all and sundry. Here Agastya brings in 
a simile. He compares Bhima to ‘Mandara’ mountain that helped 
the churning of the ocean.^^ This simile suggests the mythological 
churning of the milky ocean by Gods and Demons. Tradition 
treats that churning as symbolical of the elements of material 
world, out of which many evils and a few pleasures emerge before 
the final outcome of Nectar. Thus when Bhtma survives all the 
murderous attacks and finally emerges as a strong man thousand 
fold, unprovoked jealousy and malice in Duryodhana give him 
negative dividends and the righteousness of Bhtma brings forth to 
him the nectar like divine juice that gives him the strength of a 
thousand elephants. Here acquisition of food by man that gives 
tremendous strength through divine grace is symbolically referred 
to. Such an acquisition helps the divine personalities to perform 
righteous exploits in maintaining the social well-being of the people 
around. Bhima’s life illustrates the same. He never uses his 
marvellous strength to cause any harm to pious people. He utilises 
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it only in killing evil persons. 

Alongwith the story of the basic need namely food, human 
attempts at using it to kill others is also suggested here. Agastya 
says that Suyddhana himself poisions the food in order to kill Bhtma 
and again in a later incident also Agastya says that Purocana tries 
to poision the Pandavas through the services of a forester lady. 
The results of such evil intentions are also conveyed by this Kavya 
when Agastya says that the forester lady alongwith her five sons is 
burnt, while asleep in the house of lac built to destroy PfiQdavas.^^ 

The basic importance of food is very much established in this 
Kavya in the story of Dronacarya. He is well versed in archery. 
There is a standing offer from his boyhood-mate to help him in 
times of need. Agastya says here that Droiia thinks that by taking to 
service, the proper discharge of one’s own ordained duty (Dharma) 
will be harmed ^ (3 - 24) 

and so he does not go to his boyhood-mate. Inspite of his poverty 
he pulls on with a spirit of contentment. Then one day his wife 
approaches him to ask him to get milk somehow for their kid who 
is weeping for it and whom she has for the time being satisfied 
by giving him the white liquid of starch powder. Describing this 
incident Agastya remarks that “one should feed his family even by 
resorting to a mean job”.^'* DroQd goes to Drupada. Denial of 
his request by Drupada at the court has its repurcussions and the 
super structure of the great epic has its crucial connections with 
the life of this Brahmin Drops and his son A«vatthdma. 

Failure to secure milk to feed his kid compels Drond to take 
to begging from his erstwhile friend. TThe brutal insult he suffers at 
that royal court compels him to take to service in the Kuru kingdom. 
Thus a Brahmin because of poverty leaves his own ordained duty 
of Vedic lore, takes to the science of archery. His skill in archery 

^ StfsRpRi ■’R ^ M I 
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'ides him a job and also an opportunity to take vengence over 
pada. In turn the defeated king Drupada begets a son to kill 
na. Later Drorja’s death at the hands of Dhrstadyumna enrages 
atthama and he finally takes revenge and kills the Upapandavas 
. Ultimately his life is cursed to a solitary forest living. Thus 
story of a family that starts with the search for food ends in 
final frustration of that family. 

BALABHARATA gives out the stories of two Raksasas in 
lil. Both present the story of food. Hidimbasura smells the 
ran presence in the forest and tries to kill Bhima, but is finally 
id by Bhima. His desire is to eat human beings. Second is 
story of Baka. He also, is accustomed to kill and eat human 
igs. But the villagers of Ekacakrapura arrive at an agreement 
r him. Accordingly they start sending cart loads of cooked rice 
iddition to a man everyday. This suggests that the demon need 
necessarily eat human meat. The latter is just a special dish 
him. Otherwise he is satisfied with the cooked rice daily. Even 
demons with mighty powers do require food and they should 
forth effort to secure it and in doing so they are not expected to 
ate Dharma, yet they start killing men. Hence they are finally 
sd because of their own evil deeds. Thus Agastya gives out the 
noniacal approach to the problems of food and its consequences 
) in this Kavya. 

The story of food does not end there. Bhtma who kills the 
nons is fond of too much food himself. He drinks the divine 
ip in the Nagaloka, yet his appetite is not quenched. Even while 
is going to fight Bakasura his concern is mainly to eat the cart 
d of cooked rice to his heart’s content. Later on his service 
the court of Virata as a Head cook suggests his fascination for 
id, and finally his gluttony is exposed when Agastya writes that 
; reason for Bhtma’s downfall on the way in Mahdprastana is his 
jrindulgence in eating (SLlHctirvidl). Further Agastya intentionally 
ntions that Dharmaja leaves the Dvaitavana, as he is requested 
the forest animals which fear the possible paucity of food in that 
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forest due to his stay there alongwith his retinue.^® 

Ways of securing food namely service as in the case of Drona, 
and begging as in the case of the Pandavas living at Ekacakrapura. 
and violence as in the case of demons are suggested in this Kavya. 
Prayopavesa, that is one type of avoiding food, Upavasa and Tapas, 
where in the human individual abstains from eating food voluntarily 
in view of religious merit etc. are also referred to here. 

Thus the story of the food, the most basic need of the man 
is narrated in its main features referred to in this kavya. And it is 
suggested that securing food is a must but means to secure it are 
also to be righteous. The contrary of it is immoral and results in 
suffering for the man who follows such a way. 

(b) THE SHELTER: 

Next comes the story of shelter for the material well being 
of humanity. All varieties of human shelter from forest dwelling 
to the divine palace built by Visvakarma are referred to in this 
Kavya. Hermitages, royal palaces with all their pomp, sacrificial 
houses, temporary forest dwellings, assembly halls, tents, are all 
described. And peculiarly, the jealousy of Duryodhana on seeing 
the Mayasabha, plays a key-role in giving the events of the story 
a major turn. The envious Duryodhana, being insulted in it, 
takes an oath to fight the Pandavas. He himself gets another 
assembly hall constructed. He can not do without palatial residences 
and luxurious life. Tn contrast hero Dharmaja spends most of 
his time in sacrificial halls and forest hermitages. He is neither 
fascinated nor repelled by any pompous shelter. Shelter is just a 
basic need for him and whatever he has to occupy he accepts it 
with equanimity and prudence. The house of lac built to kill him, 
and the prestigious Mayasabha, the Yagaialfl and the forest are 
all of the same experience to him. 
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(c) THE COMFORT: 

Comfort and security are the two other important factors for 
the well being of man. And these two are related to human mind 
mainly. The concepts of comfort and security differ from man to 
man and from moment to moment, yet this Kavya suggests the 
true value of both with illustrations. Inspite of Suyodhana’s living 
and enjoying royal life in the palaces, he is always feeling discomfort 
on hearing the prosperity and achievement of the pandavas living in 
the forest.^® This is quite natural to the demoniacal qualities of him. 
In contrast Dharmaja inspite of his twelve year long forest dwelling, 
and one year’s life incognito, he never expresses or experiences 
discomfort or insecurity about his life or property. 

(d) THE POWER:- 

In this Kavya, kingdom is the main bone of contention. Both 
the Kauravas and the Pandavas aspired for that. It is the real means 
to secure Artha purusartha for them. Hence the story of the 
kingship, kingdom, its problems and advantages are all conveyed 
in this Kavya on various occasions. Kingdom which is the source 
for political power lures any human individual. It tempts one 
to treachery, deceit and adventure. All such qualities and their 
consequences are also well depicted in the character of Suyodhana, 
and various means to get at the kingdom are also suggested in the 
Kavya. 

One may acquire kingdom by virtue of heredity which is the 
main problem in this Kavya. Who is the natural heir of the kingdom 
of Kurus? All the intricacies of the problems of heredity and 
inheritance of the above question are illustrated in the main story. 
Really the kingdom belongs to Bhtsma as the son of 5antanu. 
He relinquishes it to his step brothers. They die leaving behind a 
riddle regarding the right over kingdom. Right from Bhzsma, to 
the young Parzksit the only surviving heir at the end, the story of 
the kingdom is a clear case- study of the rules, traditions, accepted 
in determining the authority of heirs. 
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Apart from this, the acquisition of kingdom by ways other 
than heredity are also suggested here in this Kavya. First is the 
story of Karna the unfortunate. He is an expert in the science of 
archery. His social respectability is put under cloud. Duryadhana 
offers him the kingdom of Anga. Thus friendship fetches him his 
kingdom. His skill in archery is not the main cause, but his envy 
and rivalry towards Arjuna combined with that skill brings him 
the kingdom. So, Karna wilfully maintains that rivalry all along. 
In this Kovya Agastya suggests this when he says that both Karna 
and Duryadhana are benefited mutually.^'^ In contrast Drona also 
secures kingdom by defeating king Drupada through the valour of 
his disciple Arjuna. Acquisition of kingdom is only a symbol of 
status for him. Hence he gives away half of it back to Drupada. Tn 
the case of Karna, kingdom is acquired because of friendship. In 
the case of Drana, the kingdom is got because of the betrayal of 
the ties of friendship. 

Kingdom with its wealth, authority and strength can become 
a source of well being. Not only its acquisition but also the steps 
to maintain it are conveyed in this Kavya. S'antiparva of the great 
epic abounds in such suggestions and here Agastya sums it up in 
a few verses. Bhisma advises Dharmaja to take such steps as will 
endear him to the people and the allies who have fought for him 
in the great war'-^'^ He advises Dharmaja to entrust the kingdoms 
of such kings who have laid down their lives for the sake of the 
Pandavas, to their sons.'^" He asks Dharmaja to rule the country 
taking the help of his ministers.'**^ Generosity is to be cultivated 
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different sacrifices;'’^ 

As analysed in the famous Paftcatantra story the well be 
any individual depends upon his skill in understanding and hai 
situations in life. Co-operation (^) and compe 
(fciil'6.) are the two basic means in either securing or preservii 
material requisites of social well being. One should know b 
get help from others and must also be acquainted with the de 
issues that breakup friendships. Knowledge of the possible irr 
that bring in quarrels and battles and the effective measures to 
such is a must for social well being. All these aspects are toi 
upon in this Kavya. When the fight is inevitable, knowledge c 
ways and means for winning it to one’s own advantage is a 
must and this aspect is also conveyed in BiLABHiRATA. 

Friendship between Karna and Suyodhana illustrates the 
ccpt of Mitraldbha, between Drona and Drupada illustrate: 
concept of Mitrabheda. SuySdhana’s attempt at winning 
Salya to his side and the skill of Dharmaja in getting hel 
his advantage from Salya, Kuntt’s attempt to bring Karna tc 
side of Pandavas illustrate the delicate points of Mitrabhdda. 
Kavya illustrates the rules of Sandhi and Vigraha also through 
descriptions of the efforts of Srikrsna to bring in a peaceful 
tlement of the controversy over the kingdom. Finally when 
becomes inevitable it is fought ferociously to its end for eigh 
long days wherein the eighteen aksauhinis of armies perish 
virtue triumphs ultimately. 

Penance and its success in getting divine blessings is om 
the effective means to acquire any desired object. Sacrifices 
the other powerful instruments to secure the cherished aspirati: 
This Kdvya abounds in illustration of its use and misuse and fin 
exhorts people to utilise penance and sacrifice properly. H 
Drupada performs a Yaga not for religious merit but only oui 

Tgrg yNmi i 

TOftT f^T=r!pT gtRRHT JffhttfbtT FfeRlPr II (l9 - 80) 



A STUDY IN ETHICS 


239 


vengence against Drona. The story of Jarasandha suggests how he 
holds young princes as captives to be used as the sacrificial oblations 
in an ‘Abhicdrahoma’. The penance of Aivatthama illustrates 
misuse. The penance of Arjuna, 5ikhandi, the Rdjasttya and other 
sacrifices of Dharmaja illustrate the positive aspects of them. 

(e) THE CHARITY: 

Charity is another quality which enhances well being. Here 
also this Kavya illustrates its variety. The charity of Karna is 
vitiated by egoism and he gives away his armour in return to the 
Tndraiakti’. In contrast Dharmaja offers his own life for the sake 
of his brothers, when confronted with the Yaksapras'nas. 

Thus what is told in the great epic in the eighteenth chapter 
of Gita regarding penance sacrifice and charity is clearly illustrated 
in BALABHARATA in a smaller compass. 

Thus various aspects of the Artha purusdrtha are poetically 
illustrated in this Kdvya. In a number of illustrations the human 
agency, its efficiency and failure, the consequent pleasures and pains 
are described. In all these things the agency of man is prominent. 
In the majority of cases where man seeks divine help, his ego and 
his personal emotions are dominant. All such actions beget their 
appropriate reactions. Like an unending chain the cause and effect 
goes on. Even in the case of good people who adhere to a life 
of restraint and virtue, egotism peculiarly dominates and it results 
in ultimate troubles for them. The Yddavas who are under the 
direct guidance of God Srikrsna develop such egotistic tendencies 
and finally bring upon themselves total destruction. Even Arjuna 
whose devotion and virtue as an enlightened man is well known, 
falls a victim to such egotism. The same is illustrated when he 
is defeated by ordinary foresters, while returning from Dvaraka 
along with the ladies of Srikrsna. The same is directly expressed 
in the Kavya, when Bhima asks the reason for the down fall of 
Arjuna mid-way in the Mahaprastana. Dharmaja says that Arjuna’s 
callous disrespect towards the kings of the world is responsible 
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for his down fall?^ Thus Arthapurusartha and its general nature 
are well conveyed here. Almost all the characters of the Kdvya 
pursue the Artha purusartha in both positive and negative ways 
each according to its innate nature and many die without realising 
the ultimate Goal (i.e.) Moksa in human life. Dharmaja is only 
the exception to this. 

The pursuit of Artha purusartha by demoniacal type of people, 
as in the case of the Kauravas is bound to cause suffering to them 
and to others also at the end. Such people possessed of hypocrisy 
conceit and arrogance and given to insatiable passion, take to 
action with impure aspirations. Given over to egoism, violence, 
insolence, passion and anger, these malicious persons hate even 
God and finally they die a miserable death and go to hell. These 
are the ideas that are spelt in the eithteenth chapter of Bhagavad 
Gita and in BALABHARATA Agastya, compares the ‘Evil four’ 
to the demoniacal qualities. Here Suyodhana is compared 
to the embodiment of sin (’4FT) Karna is compared to anger 
Dus'iasana is compared to intoxication (^0 5akuni is compared 
to delusion (JWtfO and Agastya says that they try to harm Srlkrsna 

when he comes to Hastinapura on a peace mission.'*^ Finally such 
demoniacal people with all their supporters die a miserable death 
even without realising their ever cherished well being. 

People of divine qualities represented by the Pandavas in this 
Kovya pursue the Artha purusartha by positive ways and means. 
When the Pandavas enter the court of Virata and when Dharmaja 
along with Bhima, Nakula, Sahadeva goes to war to help king 
Virata Agastya compares these people to various divine qualities. 
Dharmaja is compared to ‘5ama’'*‘ and ‘Dhrti’and Bhima, Nakula 
and Sahadeva are compared to ‘Utsaha’, ‘Pratapa’ and ‘Prabhava’. 
And by describing their success he conveys the message of success 

^.rirali..WIFWT - (20 - 93) 

Ibid, page No. 84.) 

Ibid, page No. 13.8) 






A STUDY IN ETHICS 


241 


to virtuous people. Thus the Pandavas are successful in their 
pursuit of Artha purusartha. Yet except Dharmaja ail of them 
fall down midway in the great journey to heavens. Acquisition of 
material well being may be possible by a life of virtue. But for 
realisation of Mok§a one has to tread a long way ahead. 

(iv) THE MOKSA: 

Finally BALABHARATA deals with Moksa purusartha in the 
third part namely the last and final canto of the Kavya. The nature 
of Moksa purusartha is completely different from other goals. It 
is to be realised but not to be described or explained. Life of 
virtue, detachement and austerity is the first step in its pursuit. 
Its nature is happiness par-excellence. In this Kavya Dharmaja 
realises Eternal bliss at the end. So to know the nature of Moksa, 
the ways and means that generally lead one to Moksa are to be 
understood by keenly analysing the life of Dharmaja. Then the 
Moksa purusartha can be understood well. 

Even while living the life of a householder, man can realise 
Moksa through the practice of renunciation, austerity, detachment, 
realising the true and transitory nature of the world, and oneness of 
the soul. The last canto of this Kavya narrates the final stages in the 
lives of Dhrtarastra, Vidura, Yadavas, 5rtkrsna and the Pandavas, 
especially the ultimate realisation of Moksa by Dharmaja. 

It narrates how Dhrtarastra pursues a life aiming at Moksa. 
Being pained by the death of all his sons, a spirit of frustration 
overwhelms him. In addition to that the insults hurled at him by 
Bhima afflict him much. At the earliest opportunity he tries to kill 
Bhima by his terrible embrace. Failing in that attempt, he goes 
to forest dwelling aiming at salvation. Moksa is a positive pursuit 
and his negative approach is of no use. Here Agastya says that 
Dhrtarastra has taken to the life of a sage, confined to forest living 
(THIRST:). Through the words of Gandhari herself Agastya conveys 
that Dhrtarastra has been doing Japa, Dhyana and Tapas. But his 
mind is not stable and it is over attached to his sons and grieves 
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much over their demise.^® Agastya conveys that renunciati 
the mental attachments to worldly pains and pleasures is o 
the steps in realising Moksa. The otherwise of it is of no i 
attaining emancipation. 

The renunciation of the prohibited acts is another stei 
non- performance of prohibited acts such as theft, adultery, 
hood, deception, fraud, oppression, violence is also necessa 
one to realise Moksa. But throughout his life, because of hii 
and attachement towards his erring son, Dhrtarastra commi 
ception, oppression and even at the fag end of his life he wa 
indulge in a murderous attempt on Bhima. Hence he is unsui 
ful to realise Moksa Then Vedavyasa comes and brings to li 
dead warriors as per his request and after that only Dhrtarost 
alsises the turth about the worldly attachments. Finally the 1 
conveys that he along with his wife and Kunti becomes a pi 
the forest fire. What has been the final result of their purs 
not told in this Kavya. 

The life story of Vidura presents a different path for salv 
Agastya says that Vidura takes to the Yoga way. Vidura i 
himself with the animals of the forest.^® He does not indu 
any objectionable deeds. By practice he cultivates a life of 
lack of identification with his own body even. He has no pa 
no sense of insult, no pleasure. He lives naked and become 
with the animals around and finally he realises Moksa throuj 
utmost renunciation of ego and by the realisation of the uni' 
soul that pervades all. This Kavya says that for such a s 
the cremation of the physical body is not at all necessary d 
obsequies. 


^TRTftrf^ r5Frrl*TH I (20 - 26) 


qm II (20 
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The story of Balarama and Krsna who finally depart to their 
respective heavenly abodes, brings to the reader’s mind the true 
nature of the mundane world and the part that is played by divinity. 
This Kavya speaks about the Divine grace showered on the devoted 
individual and also the withdrawal of it by the same Divinity. 
Agastya says that Krsna withdraws his divine lustre from Arjuna.^'^ 
This conveys the understanding about the vulnerability of the 
human strength, valour and heroism. Such realisations alone can 
rouse a spirit of detachment towards the mundane pursuits. 

Realisation of the futility of ones own material pursuit paves the 
way for attainment of salvation. Here this realisation is illustrated 
in the character of Dharmaja. Till the last, Dh’armaja discharges 
his duty as king, but all his acts are devoid of any ambition, plea¬ 
sure, passion and prejudice. As an ideal householder he performs 
the obsequeies to all the dead relatives. He performs the sacrifices 
and only after hearing of the departure of Lord Krsna and the 
annihilation of the Yadava race, he also realises the true nature 
of the wordly pursuits.^ He entrusts the kingdom to his grand¬ 
son Pariksit. Finally alongwith his brothers he starts his march to 
heavens. On the way one by one, his wife and the four brothers 
fell down. Yet he proceeds with detachment and realisation of the 
truth of human relationships. Only a Dog (Dharma) accompanies 
him till the end. And the final test for his eligibility to attain Moksa 
comek He is asked by Indra to enter the heavens bidding good¬ 
bye to the Dog that has accompanied him all along. Dharmaja 
refuses to do so. He clearly says that he can not relish heavenly 
pleasures without the company of that Dog. He further says that 
he aspires more for its company, rather than the company of all his 
brothers. At that moment God Dharma manifests himself before 


II (20 - 60) 

^ 'qf^cnfq ^ ’'teWT: i 

§ wi II (20 - 85) 
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is eyes, blesses Dharmaja and invites him to the heavens. Thus 
jalisation of Moksa by Dharmaja illustrates the required di 
nd attitudes of true seekers of the final goal. 

Thus the message of BJlLABHARATA on the ethical pi 
not an exhortation or a mere codification of certain rules 
:gulations. It is a Kavya; hence the message is conveyed indire 
:’s reception differs from reader to reader. Here a few impress 
lat make deep mark on the minds after a critical study of the Kt 
re presented. This analysis seems to be somewhat at variance i 
le tradition. Yet the utility of this Kavya as a guide in mouh 
le proper man is subjectively felt and objectively narrated in 
lapter. Inspite of it’s unconventional treatment, this assessn 
not meant to cause any harm to the aim of the poet Agasty< 
hoped that this assessment enhances the prestige of the wi 
id highlights the importance of the great epic eyen in the moc 
orld and attract the readers for an ardent study of the origir 
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‘What is the use with such other self styled poets who (con¬ 
stantly mutter insipid poetry) like the deers chew the cud inces¬ 
santly and who were experts in composing books that cause much 
pain to the ears (of Sahrdayas)? Here stands Agastya following 
the earlier learned poets of high calibre with his wise and beautiful 
expressions that reflect bright in the mirror of positive criticism”. 

This is the expression of Agastya himself, written after the 
colophon of the manuscript of his KRSNACARITA. 

Here it is clearly stated that Agastya follows the foot prints 
of his earlier poets of repute. At the same time his contempt for 
some of the earlier poets because of their insipid and monotonous 
writings is also evident in the above verse. It is not clearly known 
whom the criticism is aimed at. 

Thus it is a well-known fact that any genius who is reputed for 
his heights of thought and vision has his own intellectual ancestry. 
Even Kalidasa the greatest among the Samskrita poets is indebted 
to both sages Valmtki and Vedavyasa, the visionaries of the poetic 
genius of Bharat. 

Similarly Agastyapandita owes much of his poetic genius, skill 
and style to his predecessors. By now it is clear that he flourished 
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in the first half of the thirteenth century A.D. He is also a schola 
in various subjects. Naturally his study of the works of his earlie 
poets and scholars leaves its impress on his own composition whicl 
he readily acknowledges in the above verse. Similar is the possibilit 
of hi.s influence on the poets that came after him chronologically. J- 
complete estimate of the process of give and take that took place ii 
the case of Agastya can itself be a subject for a big research project 
Agastya’s position is quite remarkable in the Samskirta literary 
circles of Andhradesa. So far no one el.se is known to have writter 
seventy’ four works .single handed in Samskrita in those middle ages 
On a careful scrutiny of the information presented in various texi 
books on Samskrita literature, excepting Bharavi of the seventh 
century A.D. no other poet is noticed to have produced a more 
popular Mahakavya from Andhradesa prior to twelfth century A.D. 
Of course names of a few earlier Campu kdvyas are heard. 

In this chapter mainly the influences of Vedavydsa and 
Kalidasa on Agastya and the influence of Agastya on Ananta 
bhatta of BHARATACAMPU and on the greatest of the Tel- 
ugu poets I’ikkana Somayaji of ANDHRA MAHABHARATA are 
a.sscs.sed, that too in a general way. 

INFLUENCE OF VEDAVYaSA 

Agasty'a’.s respect towards the poetry of, and the poet in 
Vedavyasa is vocally expressed by the following verse written at 
the end of the manuscript of KRSNACARITA. 

II ('^o iig) 

It clearly announces Agastya’s preference and fascination for 
the works of Vedavyasa. According to it Vyasa’s works are the 
best among the literary works of repute. 

Agastya s re.spect towards MAHABHARATA is also expressed 
in BALABHARATA. The very fact that he has chosen to write 
an epitome of the epic clearly speaks about this. Agastya feels not 
only the study of MAHABHARATA but also any attempt to write 
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the story of MAHABHARATA is bound to get fame and blessings.^ 

Through the words of Satyavati the queen of king 5antanu, 
Agastya expresses his estimate and devotion for Vedavydsa.^ In 
the following verse both Vydsa and MAHABHARATA are praised 
by Agastya in this Kavya. 

Rlrl: I 

trfli II (4 - 64) 

Tradition records that sage Vedavydsa wrote HARIVAM5A 
and then only got his life’s satisfaction. After the narration of 
the disastrous Kuruksetra war his mind was said to be worried 
much. And such a mind was able to get its normal composure 
and bliss on praising the virtues of Lord Visnu and speaking 
about devotion to His divinity. Agastya too probably felt the 
same heed to write his KRSNACARITA a prose rendering of the 
HARIVAM5A story, after completing his BALABHARATA. Not 
only that, according to tradition the story of the king Nala when 
read or heard helps one in freeing oneself from the evil influences 
of ‘Kalipurusa’. This Nala story occurs in MAHABHARATA. 
Agastya wrote his NALAKJRTIKAUMUD/ taking clue from the 
epic. Thus Agastya’s respect for Vedavydsa and his works and the 
latter’s deep influence on Agastya are clearly known. 

This influence can be illustrated well in this Kdvya. More 
than half of the verses of BALABHARATA contain atleast one 
or two words of the epic of the same context. By adopting such a 
technique of narration Agastya could achieve two purposes. Firstly, 
he can pay his respects indirectly to the sage Vedavydsa and the 
epic MAHABHARATA. Secondly he can make his readers feel as 
if they are simply reading a beautiful condensation of the original 
work of Vedavydsa. 

T wt ^ ET «RITs^ HI4IV'WdIH II (2 - 94) 

qvFiq 3 rTiji% sjrra it? imiw? 11 (2 - 9) 
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Generally no Samskrita poet can keep away from the literary 
Suence of Vedavyasa. Hence nothing more is needed here to 
istrate the influence of Vedavyasa on Agastya. 

JFLUENCE OF KALIDASA; 

Kalidasa’s KUMARASAMBHAVA starts with the description 
the king of mountains Himavan. Agastya writes the first verse 
his Kavya parallel to the first verse of KUMARASAMBHAVA. 
tlidasa in his Kavya describes various virtues of Himavan and 
lally the essence of it he conveys in the following verse. 

JrsTfx#; ^F#qcPTlSTnT II (fo 1 - 17) 

The sprit of the above verse is artistically conveyed by Agastya 
0 in the following verse of his. 

fwn i 

f?cZR^ -3^ II _ 2) 

Generally Gods are said to receive the oblations in sacrifices, 
lus the purpose of Kalidasa, conveyed by the word WTs^-d^lPlrci 
suggested in Agastya’s adjective igipif. xhe story of the 

uranic sacrifice that negates the presence of God Siva is quite 
11-known. Daksaprajapati the father-in-law of 5iva performed 
Later on Himavan becomes the father-in-law of Siva. But he 
</s his respect to his son-in-law Siva and also commands respect 
im Siva. The idea of the words and ^ ^ 

3xpressely suggested when Agastya uses the word RflOTclf 1 

The skill and the beauty of the style of Agastya here lies in his 
ection of the figure of speech. The comparison he draws between 
: Moon and the Himavan is quite apt. Here the influence of 
lidasa and the originality of Agastya are also illustrated well. 

Agastya too describes the mount Himavan in BALABHARATA 
i there he takes the clues from Kalidasa and conveys all the 
ence of the latter’s ideas and adds to it his own originality. 
:epting the description of the dalliance of the different types 
couples, all other ideas of KUMARASAMBHAVA have their 
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echo in Agastya’s work. The context for the description of Himavon 
in BALABHARATA is not suited to the above mentioned de¬ 
tails. In BALABHARATA Arjuna goes to mount Himalaya to 
do penance and win the grace and blessings of 5iva. Because of 
the resemblances between the two situations quite unconsciously 
Agastya goes under the spell of KUMARASAMBHAVA. Porvatl’s 
penance to win over 5iva as described by Kalidasa influences the 
descriptions made by Agastya here. 

Coming to the description of Himavan, Kalidasa feels that the 
presence of snow is in no way a blemish on the beauty of the king 
of mountains ^ (l - 3). Agastya suggests that 


the same snow (f%R) dissolves into water, flows to all sides giving 
life, and enhances the fame of the mount Himavan. Really it is 
a beautiful extension of the idea of Kolidasa. And thus Agastya’s 
originality is illustrated in the following lines. 


Kalidasa suggests the origin and abundance of pearls and 
elephants on Himalayas. 

h f^TIfll: II (^^0 1- 6) 



In this verse Kalidasa describes one type of search. Here 
foresters are searching for the spoor of the lions which killed the 
elephants of the mountain. And in the following verse. 


^ II (8 - 4) 



Agastya suggests the abundance of elephants in Himalayas. 
Instead of pearls, he describes the presence of moonstones. And 
another type of search is introduced here. He leaves out lions from 
the context and substitutes the same with the divine elephants. 
Traces of Kalidasa and the skill of Agastya are clearly presented 
here. 

In KUMARASAMBHAVA, Kalidasa describes the presence 
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■ gems, precious herbs and ‘dhatus’ that shine always in the 
llowing lines. 

single TFiift I 1 - 2) 

aqorf^ ^yRTFT^WijCI: 1 (^o ^fo 1 - 10) 

..3Te(5ici^U|lfrra tTigWR 1 1 - 4) 


Agastya describes the presence of self-illuminating herbs and 
hatus’ and their glitter and utility in the dark nights just like 
ilidasa and yet his originality is also evident in the following 


rse. 

^iPdiiilWtrllt^cr'racf: II (8 - 5) 


Kalidasa says that the Himavan at his mountain peaks pro¬ 
les the ‘dhatus’ for the decorations of the beautiful divine ladies 
^ (^o ■?To 1 - 4) 


Agastya describes in the following verse that the Aguru trees 
the mount Himavan, through their burnt smokes exhibit the 
eet smells of the hairdos of the divine ladies moving in the skies. 


Wri II (8 - 6) 


Kalidasa in KUMARASiMBHAVA says that the fragrant, 
list and smooth breezes coming from the divine waters of the 
ir Gaiiga are enjoyed by Kiratas tired in hunting. 

(^o 1 - 15) 

3 divine Gahga becomes Bhaglrathl after it has descended to 
V on the slopes of the Himalayas and hence Kiratas of the hill 
served by its cool vapours. 

The following verse of Agastya echos this idea with a difference. 

II (l - 7) 

Here the Gahga is called (i.e.) that flows in the ethereal 
ons. And it removes the fatigue of the journey of Arjuna who 
ibed the TndrakJla peak. Kiratas that hunt animals are dropped 
of the scene and instead Arjuna who is foremost among the 
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pious is introduced by Agastya. How beautifully he 

utilises the idea of Kalidasa to suit the context of his own Kdvya! 

Thus after describing Himavan Agastya describes the penance 
of Arjuna and here the resemblances to Kalidasa’s style and ideas 
are quite clearly present. 

In the fifth canto of KUMARASAMBHAVA Kalidasa beau¬ 
tifully describes the penance of Parvatz for 5iva. The main features 
of it are subtly introduced in BALABHARATA by Agastya. The 
ideas expressed in the following lines of Kalidasa are clubbed 
into a single verse by Agastya. According to Kalidasa Parvatz 
has matted hairs and that too contributes to the beauty of her 
face I and Parvatz sustains her life 

like a tree that consumes only natural waters and the energising 
rays of moon | frpqT: TRMfsiltrf 

II 5 - 22 ) In the following verse of 

BALABHARATA the beauties of matted hair and treelike self¬ 
sustenance are both suggested by way of a figurative expression. 
Here a comparison is suggested between Arjuna and the divine 
tree (Kalpavrksa) 

q<rviqlMls<I')l‘4Hifai-ii 5FTPI ll(8 - 8) 

Kalidasa says that Parvatz lives on the fallen whithered leaves 
and is reduced in body due to gradual star¬ 
vation and comes to resemble the lustre of the lotus that fades 
away after the snow rain. 

II (^0 ^}o 5 - 27) 

Agastya through the following verse in this kavya 
■qF^ w/h ^ I 

W ^ II (8 - 9) 

says that Arjuna too sustains his life by fruits in the beginning of 
the penance and gradually confines himself to leaves for some time 
then to water some time and to air finally. Arjuna who belongs to 
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the Lunar dynasty is here aptly compared to the Moon by Agastya. 

Kalidasa says that Parvati performed penance keeping fire on 
all four sides, and fixing her eyes on the burning sun above. 

'»clddi yfdRrHdl I 

f6fp3|ril ^snarfcTEnicRt II (1° » 5 - 20) 

Later on Kalidasa further says that Parvatt performed penance 
standing neck deep in cold waters with her lotus like face possessing 


the beautiful lower lip that vibrates due to the vocal movement 
caused in repeating the ‘Mantra’. 


^ ■ 


(# ^0 5 


Agastya combines the ideas of these two verses into one and 


composes the following verse. 



II (8 - 10) 


Arjuna too stands amidst fires, he also fixes his vision on the 
scorching Sun and his speciality over Parvah of Kalidasa lies in his 
standing on a single foot and hands held up above his head. Only 
the quivering of the lips due to constant repetition of mantra is 
visible and no other part of his body moves. 

Sages in KUMARASAMBHAVA come to see the severe and 
ideal penance of Parvati and nothing more about their activity af¬ 
terwards is known. In BALABHARATA sages are overwhelmed 
at the sight of Arjuna’s penance and they go to Kailasa and rec¬ 
ommend his case to God Siva. And on their information Lord 


yiva comes to the forest dressed like ‘Kirata’. 


Thus the influence of Kalidasa on Agastya can be shown even 
n occasions where lengthy descriptions are attempted by both. 
^ few more examples from RAGHUVAMSA MAHAKAVYA 
•earing resemblances will be illustrated below. 

As stated earlier Kalidosa in his RAGHUVAMSA gives out 
he virtues of the kings of the Solar dynasty. They are considered 
s the essence of the Hindu way of ideal life. These precepts 
re illustrated in the different cantos of RAGHUVAMSA. Unless 



intil we complete the study of the entire RAGHUVAMSA 
nnot comprehend their complete illustration. Till then the 
r verses of RAGHUVAMSA only seem to be mere precepts 
t the best, their mention serves the purpose of suggesting the 
nating greatness of the Solar dynasty. 

Vgastya feels the imperative need to illustrate those virtues so 
he purpose of each precept can be achieved by convincing the 
5 about their practicability in life. In a Kavya the instruction 
be imparted through suggestive sense. Being carried away 
e spell of idealism of Kalidasa, Agastya writes the following 
5 illustrating the royal qualities enunciated in the first canto 
\GHUVAM5A. He adopts the technique of suggestion. 

The virtue - 1 - 5) (i.e) chastity of birth is 

•ated in the very first verse of BALABHARATA where in the 
I’s descent from sage Atri is described. This verse is vividly 
sed elsewhere in this Book. 

The qualities - 5) (i.e.) perseverence 

ty till the purpose is achieved and - - 

;.) sovereignty over the land extending upto the four seas are 

illustrated when Agastya describes the life of king Pururava 
following verse. 

]g?Rcn I 

TRFPiitefW fePT trqRl II (l- 5) 

The first quality denoting the sovereignty is clearly conveyed 
; word ^Jpf^^TW'tfRTT and the virtue perseverence is suggested in 

3cond line of the verse. King pururava is said to have defeated 
on Kes'i and won over the beautiful Cfryasi the daughter of 
Narayana of Badarikairama. 

The attribute (■i.^d'^'lH 1-5) (i.e.) charioteering 

upto the Heavens - is shown in the life of king Nahusa by 
tya. 

■yviirbjl ii (l - 7) 



According to the tradition Nahusa was invited to rule the 
Heavens when Indra went into exile. 

The virtue 1-6) (i.e.) performing 

sacrifices according to the instruction of the Sastras - is illustrated 
n the following verse which narrates the life achievement of king 
ism of Lunar dynasty. 

TtR ■zrPlTKonT^Pljq:|| (l - 6) 

king Ayu is said to have performed many illustrious sacrifices. 
The virtues 1-6) (i.e.) serving the 

;edy and (^3^^ 1-7) (i.e.) accumulating wealth 

ily to donate it to the worthy and needy - are suggested in the 
llowing verse that describes the life of king 5antanu. 

;FTOS5tTfrRFT 1^^ JTfJTfsNi ^ II (l - 15) 


The king Santanu is here described to have performed many 
nerous gifts. 

The quality 1-6) (i.e.) meeting out 

nishment according to the severity of the crime is suggested in 
: following verse which narrates the life of king Bharata. 

?ITR?i I 

^ ii (i - ii) 


While king Bharata is maintaining the rule of law even the 
g of Heavens has to take rest without any need to use his bow. 
m his bow merely resembles a vibgyor. 

The quality (t^d'^IH 1-7) (i.e.) desiring victory 


r to enhance prestige - is illustrated in the following verse that 
ills the life’s achievement of king Yayati. 

iqiyu-cjfvici'W ■’IFTI 

II (i - 8) 

The virtue iidi^ (<^ciii»iH 1-7) (i.e.) taking to marriage 




to beget worthy sons - is well illustrated in the following verse. 
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^BTT? 3 RT w^: 1| (l - 9) 


King Puru is famous for his devotion to his father. He agrees 
to exchange his youth for the oldage of his father and becomes an 
old man even in the early years of his life. This marks the height 
of the quality of devotion of a son towards his father. Marriage 
consummates in begetting worthy sons that respect the parent’s 
word. Further this verse echo’s the line of Kalidasa - 




II 1 - 23) 


There is a striking similarity between the following verses of 
Kalidasa and Agastya respectively. 

life?# 5RJcr: HfeTRR: I 

II (<yci!!)IH 1 - 12) 

’TOT: wtd) TTfT flindifHci II («no ^0 1 -10) 


Both verses start with the same word 3?:^ and in both the 
cases the ocean is referred to. Kalidasa compares king Dillpa to 
Moon whose birth is out of the churning of the milky ocean. Agastya 
too follows the same idea of Kalidasa, but shows his originality 
in comparing king Bharata to the famous gem Kaustubha. Moon 
and Kaustubha are the out come of the divine churning of the 
milky ocean. Later on Moon adorns the head of God 5iva and 
Kaustubha adorns the chest of God Visnu. 

« 0 

The similarity of ideas and originality in the expression of 
Agastya are clearly manifest in the above verse. 

The striking influence of Kalidasa on Agastya can be illustrated 
in the foilwing context also. 

Kalidasa in the seventh canto of RAGHUVAMSA describes 
the entry of prince Aja into the city. Therein he narrates how the 
ladies of the city curiously and anxiously looked at him as he came. 
The various movements and actions of the ladies are narrated in 
detail suggesting their emotional ecstasies. 

In the twelfth canto of BALABHARATA Agastya describes 
the entry of 5rikrsna into the city Hastina. Therein he narrates 



fi the ladies of the city are eager to see the beautiful 5rikrsn£ 
Host every verse of Agastya here, shows traces of Kalidasa bu 
and colour of the same picture illustrates also the originalit 
Agastya. 

Kalidasa first describes the beauty of the bedecked city as i 
comes the prince Aja. 

5R: ^ WTPf JTFr II 7-4) 


Here he says that festoons and flags were hung along the roya 
1 . It is but natural to welcome men of importance with sue! 
orations. On similar lines Agastya too describes the city as ii 
:omes 5rlkrsna in the following verse:- 



II (12 - 29) 


Generally auspicious sounds and music accompany the 
ideur and beauty at welcoming any distinguished guest. So 
stya brings in the auspicious sounds of Mrdanga. Here Agastya 
ests the joy of the city and curiosity of the ladies of the city 
ne verse, whereas Kalidasa simply describes city in the above 
5 and writes about the curious ladies in his next verse. Agastya 
illy brings in an ‘Utpreksa’ and achieves brevity and enhances 
ty also. 

Kalidasa describes the attitude of the ladies on the arrival of 
it the city in the following verse. 

r«l'<MM<+.wfru| II 7-5) 


These are the gestures and expressions of the ladies of the city, 
are involved in looking curiously at prince Aja, setting aside 
her works and standing at the palace windows that possess 
n curtains ” - This ty^oe of introduction of the description of 
:ene, as written by Kalidasa lacks beauty of both narration 
magination. It becomes almost a prosaic presentation. 


A — 



In the following verse of Kalidasa- 

SF§ ^ trracl ^ ^Ji'l'TRT: II 7-6) 

One lady, anxious to look at Aja hastens to the window. In 
t confusion her hair knot loosens. Holding her locks with hand 
awaits there, even unmindful of tying the hair knot. 

Keeping the above two verses in mind Agastya composes the 
owing verse in his Kavya. 

cT?T I 

3Til3 f^llvvfeT ^ ^ II (12 - 30) 

Half finished toilet (make-up) and disinterestedness in other 
times and activities described in Kalidasa’s first verse are com- 
ssed into the first half of this verse. The second line here 
kes a note of parallelism with the second verse of Kalidasa 
ationed above. In both the cases the lady is decorating her 
b of hair. Here Kalidasa’s lady lacks special beauty, and only 
iS in a hurry forgetting to tie up the locks of hair. The lady in 
LABHARATA is beautiful. She is compared to a lightening 
ouded in black clouds. Here her loose locks of hair are like 
cloud and her golden body is like the flash. In this verse the 
uence of Kalidasa on Agastya and the latter’s originality and 
Stic skill are well illustrated. 

In the next verse Kalidasa describes another lady as follows. 
JI’Hlf^°t)lvirHdilimKillfen3T ohlfi|^U^|i|^ I 
3ry&vllvilnIfl<.i''iqiisjl<;ivi=Ki=hl^"=bl hqcIT dciH II (<y4!tlH 7-7) 

At that time a feminine Make-up artist is holding one of the 
it toes of a lady and painting red lac on the foot. On hearing 
arrival of the prince Aja the lady draws back her half painted 
t and goes in a hurry to the window, marking the way with her 
t prints of red lac. 

Agastya takes the same idea of Kalidasa and beautifies in the 
owing verse. ciii^iK'?l'IN.Iqni^-'Kl''ll I 

rdHrlki - q i^ rdPl ^ Il(l2-3l) 
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A certain lady, without awaiting the arrival of the decorator 
(a lady) wanted to decorate herself and in a hurry and confusion 
she besmears red lac over her body and paints red sandal paste on 
her face and rushes to the palace top to see 5rikrsna. 

In both the cases the ladies are in the process of decoration 
with red lac. In both the cases suddenly they stop the process of 
decoration and hurriedly go to look at the dignitary that arrives 
in the city. In RAGHUVAM5A only curiosity is well suggested, 
but in BALABHARATA curiosity coupled with confusion is well 
conveyed. In the latter the lady is conscious of her decoration and 
also completes it, but in confusion she mistakes sandal paste to 
red lac. 

In the next verse Kalidasa describes another lady as follows:- 
ciTctprrafaoF^ ^ ii 7-8) 


She (lady) beautifies her right eye with collyrium and suddenly 
she rushes to the window keeping the painting stick in hand and 
yet without beautifying the left eye with collyrium. 

Let us compare it with the following verse of Agastya. 

RfR Iqirl'Ncti I 

^ ^ II (l2 - 33) 


Here also certain lady is decorating her face. But while going 
in a hurry to see Krsna, she gets confused and marks the ‘tilaka’ 
with paste of ‘kumkuma’ on the surface of the mirror where in her 
moon-like face is reflected. 

Kalidasa brings in collyrium to decorate the eyes of a lady and 
Agastya brings in kumkuma paste to decorate the lady’s face. 
Hurry and confusion are common to both the ladies. But in 
RAGHUVAMSA it is simple huny that makes the lady neglect 
the beautification of the left eye, but in BALABHARATA she 
wants to see him with herself beautifully decorated in the face. So 
in her anxiety to do so she mistakes the reflection in the mirror to 
her own face. Here also we can see the originality of Agastya. 

In the next verse Kalidasa writes about another lady as follows;- 



ISFTFfpM ^ ^fNtH I 

nf^yRiiKm-!.uiii^rq rRsnwFs^i strt: ii 7-9) 

directing her vision through the window a lady forgets to tie 
not of the saree at the navel. She holds it up with her fist as 
vinkle of the ornaments of the fist flashes into the cavity of 
avel. 

rhere is a good similarity between this verse and the following 
of Agastya. 

=T1^frei?n SFraqr 'cdf^Tqi: ?T^ I 

II (12 - 32) 

rhe lady here is bathing in a descending well and on hearing 
rrival of Srzkrsna she stands up in hurry and rushes to see 
vith her body wet with the water. And the drops of water 
r body resembled the sweat drops that spring up even before 
)oks at Krsna with love. In the former the lady does not find 
even to tie the navel knot of the saree and in the latter the 
ilmost forgets even to dry herself and change her clothes. 
Calidasa in the next verse depicts another lady as follows. 
^IcSR-glrejrrRT: ^ Writ I 

iPiTd I II 7 - 10) 

lere the lady suddenly gets up to rush to the window and 
it hasty movement the jewel chain of her girdle breaks open 
y the time she reaches the window all the jewels drop down 
ng only the loose thread in her fist. 

Tie following verse of Agastya bears a similarity with the above. 

Tdf«rqtqnrR3^lTRhri i 

(12 - 35 ) 

lere the lady out of jealousy towards other ladies that accom- 
her to see 5rikrsna purposefully unties her pearls necklace 
catters them on the way to obstruct the movement of the 

I, 

n both the cases a broken chain is described. In the former 
and in the latter pearls are described as dropping from the 



d. [n the former the gems fall down because of the lady’s 
and she has no time either to tighten the knot or to prevent 
rop outs. In the latter, pearls are intentionally spread along 
ath. 

\gastya extends his imagination beyond that of Kalidosa, of 
iC with a purpose, which will be explained at the end of this 
:ss of comparison between the two poets. 

Kalidasa says that the ladies of the city are so overwhelmed to 
ja, that all their senses except vision are subjected to numbness. 




1 7 - 12) 


They look at him as if they were devouring him through their 


\gastya slightly changes the same idea in the following verse. 

^ TOPTl; II (12 - 34) 

le former the rapture of the vision is described and in the 
• the rapture of the ear and its sense of hearing are described, 
verse also can illustrate the influence of Kalidasa and also the 
lality of Agastya. 

Kalidasa in the following verse describes the appreciative mood 
e ladies regarding the suitability of the new couple (i.e.) Aja 
[ndumatl 

vI^lTT II 7 - 13) 

Here the ladies compare Aja to Visnu and Tndumati to Laksmi 
express their joy over the marriage of those two. It is a feast 
eir eyes. 

The following verse of Agastya resembles the above. 

^^RiWRn i 

Hlcrll<=hhd II (l2 - 36) 

Here the lady feels herself to be Laksmi and goes to see Krsna 
in over his love. In the former every thing is objective and 



in the latter the feelings are subjective. In BALABHARATi^ 
ladies in this context feel as if they were going to attract Srikr 
love towards them. For them 5rikrsna is the hero and thems 
are all his lady loves. The thief of the hearts of ‘Gopis’ in 
fond hope is coming to steal away their hearts also. Hence in < 
verse in addition to hurry some other emotion is also descr 
In this context in every verse Agastya introduces various trans 
moods such as ‘Stamba’ ‘Pralaya’ ‘Romanca’ ‘Sveda’ and ‘N/ 
etc. The ladies in RAGHUVAMSA are quite different from 
of BALABHARATA. So the context will not permit Kalida: 
introduce all such details. Hence we feel that Agastya’s descrip 
are more beautiful and artistic than those of Kalidasa. 

Anyhow the poet of poets Kalidasa influences Agastya 
much, and this is discernible in every canto of BALABHARi^ 
Only a few situations where a clear resemblance is presen 
analysed here, and throughout, the echo of Kalidasa’s sty 
heard in Agastya’s poem. 

Hitherto the influences of Vedavyasa and Kalidas: 
Agastya’s poetry are estimated through a cursory study, 
hereafter the influence of Agastya on his contemporary and 
poets will be discussed. 

INFLUENCE OF BaLABHaRATA ON 
CAMPFBHaRATA: 

There is a striking similarity between BALABHARATA 
CAMPFBHARATA of Anantabhatta as the theme of the t 
the same. Yet it is very difficult to decide which influencei 
other, but by the following analysis we can arrive at the truth 

To decide the influence of one poet over the other, chron 
basically helps us. But in the case of AnantabhaKa and Agasty; 
dita, the relative priority is to be established after much scr 
Some scholars are of the opinion that Ananta flourished i 
eleventh century A.D. and some are of the opinion that his 
comes up to the fifteenth century. M.Krishnamachariar spet 



VO possibilities.^ 

^.fter chronology, internal evidence alone helps up to deter 
the influences of one over the other. Ananta wrote his poen 
^arnpu. In Campu variety of a Kdvya the poet will have ampl 
am to switch over to either prose or poetry in the narratioi 
3 story. So in such a work generally the prose part make 
aks and poetry acquires its artistic perfection. And when th 
3 of the Kdvya is old and very famous, the poet while writin 
npu on that, exhibits his skill and originality in the poetr 
)f his Kdvya. On a close perusal, we feel as if Ananta wort 
ampu - to rival the poetic talent of Agastya. The followin 
ales can illustrate the influence of Agastya. 

Ihe third canto of BALABH^RATA starts with the descrip 
)f the playful moods of the royal princes and here Agasty 
bes Bhima’s sleep as follows. 

ITSRI 11 (3 - 2) 

s^nanta while describing the same incident writes in his wor 
lows:- 

#Flrr^ fcfRfgtfrlRhft: ^loitqn; ^ aflB: I 

■ igUTRT dII (^1^2 - l) 

lere both the poets use the same words which are not to b 
in the epic. But same ideas are conveyed by different word 
epic. The words and o 

ya, have their counterparts in CAMP/7B1IARATA as follow.^ 
TFn; - Twft: I 

)ne can not set aside these resemblances on the plea tha 
a coincidence is natural as both of them follow the sam 

.nantabhatta is according lo iradition, a rival of Abhinava Kdliddsa wh 
3H24GAVATACAMPU....Ananta must have lived not later than the 15 t 
/ and if Abhinava Kdliddsa lived in the 11th century Ananta must hav 
ed in the 11th centui 7 A.D. -(page 511 - History of Classical Samskrit 
ure by M.Krishnamachariar.) 



al epic in writing that incident, when the verses given below 
jrused. 

^gastya in the following verse says that Bhirria kills the serpents 
hey are mere bugs. 

rW ii (3 - 5) 

\,nanta describes the same with a difference. 

HWFn I 

fsRfSR ^ II (xT^2 - 4) 

'k.gastya says that the serpents are killed like bugs and Ananta 
nat they are made into pieces and make to resemble the seeds 
ree. 

n BALABHARATA while describing the favour done to 
a and Nagaloka Agastya writes the following line, cl^r 
fI:>'ll’H^H I Here Bhima is described as a ‘Mdruti’ 

son of air God, and the serpents are described as sus- 
g on air. This same idea finds an echo in the following 
)f Ananta in the .same context of CAMPt/BHARATA. 

(^2-2) The idea of the re¬ 
ship of serpents with air and that of Bhxma with air, suggest 
ossible resemblance between the two verses. But the variety 
he originality of each is also evident. 

knanta while describing the coronation of the prince Dhara- 
writes as follows: 

q dqHlq41'dHi<luii-ciffe i 

i^: T-HlE><TqTrH'^'<cC-=ff W 11 (^^2 - 14) 

This verse bears clearly the influence of Agastya’s following 
describing the same context. 

^I^PIrlRB^TdlrilT II (3 - 78) 

Phis idea that the blind king felt Dharmaja to be his vision 
t present in the epic, and probably taking clue from Agastya, 
ita extends it by introducing the pleasure of the people also 
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at the coronation of Dharmaja. 

The following lines of these two poets for which there is no 
source in the epic in this context, suggest the influence of one over 
the other. 

Ananta says that Dharmaja proceeds to Varanavata having 
fully understood the evil intentions of the blind king. 

^ oiraqf6|FFf«l I 

’PPT'Jr ^ f? -< 5 ^: ii (^^^2 - 27 ) 
iUrWHIH II (3 90) 

Knowledge of Dharmaja about the evil intentions of the blind 
king is introduced here by both the poets in the above verses 
respectively. When Agastya takes it as an attribute to suggest the 
greatness of Dharmaja, Ananta tries to neutralise it by saying that 
such an adherence to the word of elders is but common to the 
sons of the Kuru family - and it is also a fact - but Agastya writes 
this verse to introduce the qualities of the hero befitting 5antarasa. 
Where as Ananta’s aim is not to introduce 5antaras in his work. 
So he neutralises the same. 

While describing the sorrow of the people in the same context 
Agastya writes the following verse. 

Tepflftol 53PT5R l?F[^ II (4 - 10) 


Here Agastya says that on hearing the sad news people were 
incensed and they were burning in their minds. In the same context 
Ananta writes the following verse. 

MWT 'Hi^-shirq=h -tViftiqTfen'qg i 

di^l^Rg3^fePTF^I: II i^2 - 23) 


In the first verse the people belong to Hastinapura and so 
have heard the news but not seen it. And hence they think over 
it and feel the burning feeling. Ananta describes the people of 
Varanavata itself. And so in addition to burning of the minds on 
seeing the accident they shed tears also. The parallelism between 
the two poets is quite evident here. 
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Agastya while describing the pilgrimage of Arjuna writes the 
following verse:- 

ns? i 

ii (6 - 8) 

Here Agastya brings in the words just to juxtapose 

them. «hko4) is the name of the father of Uliici and then in the 
normal course, AGastya brings in a simile and compares Uluci to 
Laksmt (T^Tl) The propriety of this simile is clear and apt as both 

Rama and Ultici are known as the daughters of waters. It is a 
simple but apt description of the poetic situation. The following 
verse of Ananta echoes its influence. 

JTRTs«f: efTlfel I 

tj fiWt II - 22) 

JTf’sq RJ'sq hiIuhI 

II (xPJ^S - 23) 

Ananta too here brings in Rama to compare with UlSci. It is 
not to be found in the epic. The idea of the words 
of Agastya is conveyed by the words 

in CAMPTBHARATA and the rivalry is to be understood in the 
following way. 

Agastya’s use of the words and contain an 

apparent poetic blemish. The former word suggests a meaning that 
Ulitci is the daughter of Kuru family and the latter word denotes 
that Arjuna is the son of Kuru family. Though the contradiction 
or the defect is only apparent it is a fault in a Mahdkavya. This 
idea of the defect Ananta suggests later in the following verse 
while describing Arjuna’s journey to the eastern direction in his 
pilgrimage. Here Ananta says that Arjuna does not marry anyone 
there as that side (east) is known to be connected with his father 
Indra. 

cPFqi i 

wrfq ^ II (^3 - 32) 
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Here Ananta expressely states that Arjuna does not marry any 
there in the eastern direction because that side is his father’s 
Jence and it suggests that any daughter of that side becomes the 
3ring of Indra and hence a sister to Arjuna. Thus Ananta tries 
xpose the impropriety (though apparent) of Agastya’s use of 
^ords and in BALABHARATA. But Agastya 

this word as it occurs in the epic itself in the same context. 
Later while describing the entry of Krsna along with Bhima 
Arjuna in Hastindpuri after killing Jardsandha Asastya writes 
bllowing verse. 

■4 ar-wimd: 1 

tTIZi! || (7 - 22 ) 

Here the immediate idea that strikes the mind of IDharmaja 
s success of the Rdjasuya sacrifice without any hindrance, fn 
ame context Ananta writes the following verse. 

5 ^ ffeRSrifTTRg: I 

iTFTTp#! TI# il 4-3) 

The reference to the sacrifice here suggests the Rajasayti. The 
loes not contain any such reference while describing the arrival 
sm to Hastinapura. Agastya’s idea echoes here. 

\gastya in BALABHARATA writes the following verses de- 
ng the penance performed by Arjuna to win over Paiupata. 
tpifq TRteR TfWBratRlcI, I 

Tmt II (8 - 9) 

II (8 - 10 ) 

Here Agastya’s description of Arjuna standing on his toes 
g his hands high up, sustaining himself of fruits, leaves water 
ir etc. has semblances in the following verses of Ananta in 
PCfBHiRATA. 

.fitsirl TR cl^ 1 (4\4 - 6 I) 

■rI eielld'Tl'PTg^T^ RfepRTRfR: I 

i^isfq Rjgg Mtr pr ii (ipj,4 - 62) 
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‘+)dH4vj|eiiPpni^MTPl I 

^ fcr<3f^'PTiaTTO h (^4 - 65) 

So it can be said that Ananta tries to improve on Agastya* 

In the following verses the influence of BALABHi.RATA on 
CAMPCfBHARATA is clearly evident. While describing Kicaka’s 
reactions on seeing the beauty of Draupadi Agastya writes a 
verse, wherein he expresses indirectly his opinion on the place 
of Alahkaras in poetry.”^ Here Agastya uses Aksepdlankara. In 
CAMPCf BH^RATA in the same context Ananta also writes a verse 
on similar lines, and expresses his opinion on poetics. This can 
not be considered an unexpected coincidence, but an intentional 
statement. The verse is as follows. 

'JHlHrlfH ! ^sfwn: ^ ^?n?%TT I 

ii (^P5^6 - 24) 

Here Kicaka asks Mdlini (Draupadi) why she is not wearing 
garlands to suit her name (i.e.) Mdlini-one who possesses gar¬ 
lands. And he himself answers that the very natural beauty of the 
black hair of her is itself sufficient in beautifying her. The idea 
here is that natural beauty needs no extra beautification. Thus 
when Agastya feels that a good expression should not neglect or¬ 
namentation Ananta says that a twist or a turn of expression of the 
words used is alone sufficient to beautify such poetic descriptions 
rflcjuic| 1 cfA1 This comment on the poetics clearly 
establishes that Ananta wants to assert his own opinion in contrast 
to that of Agastya. 

The following verse of Agastya finds an echo in Ananta’s 
CAMPCfBH^RATA, 

5tT^ #1RT I 

^ II (10 - 67) 

Here DraupatH finds ’-’ult with Pdneiavas in a sarcastic way. 



3t1w wpn ii (io - 38) 
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In the following verse of Ananta. Draupadi referes to all 
aspects but makes all such sarcastic comments under the p 
of criticising herself. She says as follows. 

if ^ ^ I 


The following lines quite clearly show the resemblanc( 
tween the two poets. 

fI5f II (10 - 62) 

wi arapi.(^6 - 43 ) 

I (10 - 86) 

Wsftll(^6 




These lines describe the form and feelings of Bhima i 
Kkaka episode in both the Kavyas. 

^ PT ■zfraR^rqfaraa^: 1 

II (10 - 86) 

^TRvT: JTBTcfkTi ^ I I 

^ RKI^fd ^ wl ^ II 

This type of dialogue as present in the Kicaka episod/2 b 
clear parallelism in between the two Kavyas. 

The following verse provides another example to shov 
influence of Agastya on Ananta. 



iI5RT^ II (10 - 92) 


Here the duel between Bhima and Kicaka is described. 
Agastya says that both fight a silent but fierce battle avoidinj 
war cries and other noises, fearing the disclosure of their respe 
identities. This idea is not present in the epic. But this is defir 
a new idea of Agastya and when Ananta wirtes the following \ 
with the same meaning, influence of Agastya on him is quite obv 
3T^fddkl=(hq1<c(it;*Hci1WV^I’^44l^iji->+»H I 

The spirit of rivalry of Anantabhatta towards Agastya is 
cernible in the following verse of CAMPJtBHARATA. 




II (^1 - 48) 

This verse describes the birth of king Dharmaja and the c 
Pdndavas. According to the tradition when the star called ‘Aga 
dawns, the turbid waters of rainy season are cleared. Thus 
Agastya is renowned for its uncommon skill in clearing ti 
waters. According to this verse the birth of Dharmaja can per 
the same feat and thus excel the talent and renown of ‘Aga 
star. 

It can be suggested here that Ananta in this verse impl 
special reference to his poetic talent vis-a-vis Agastya. The co 
into being of the life story of the Hero Dharmaja through the K 
CAMPC/BHARATA, eclipses and wahes away the skill, grea 
and fame of Agastya got in by writing BALABHARATA me 
Dharmaja its hero. 

From the above we can see that BALABHARATA 
CAMPC^BHARATA have close resemblances to each othei 
merely in subject matter which is natural but also in narratio 

Now we have to decide who is earlier and who is latter, Ag 
or Ananta. And whose work has influence over the other, 
following points may help us in our effort. 

From the illustrations given earlier we can conclude tha 
Ananta who is fully conscious of the greatness of the earlier \ 
but that he tries to assert his originality and superiority. At 
places he follows Agastya in word and manner but tries to im} 
on what Agastya has said. At some places he criticises the 
indirectly and even exposes his faults or oversights. At some t 
he gives expression to his own ideas quite in contrast to the 
Agastya. Finally the verse quoted just above clearly clinchc 
argument. 

INFLUENCE OF BaLABHaRATA ON AND) 
MAHaBHaRATA: 

ANDHRA MAHABHARATA is written by three poe 
whom Tikkana Somayaji’s contribution is large. He tranj 



fifteen parvas of the great epic. Tikkana is famous for his 
dition, poetic art and statesmenship. He wrote his JNDfi 
MAHiBH^RATA in the middle of the thirteenth century i 
His work is considered not as a simple translation of the great f 
but almost an original Kavya. Hence, though the theme is 
same, his work exhibits a new treatment on many occasions, 
course taking the clue from the original he expands at some pla 
abridges on some other occasions. Chronolgoically he must I 
contemporary of Agastyapandita. As pointed out earlier Aga 
was living in early 13th century. Most of the critics are of the oj 
ion that Tikkana was writing his work Probably by about 1260 P 
and visited the court of king Ganapati Deva of Warangal in 
same year. 

Tikkana’s originality and special poetic skill are mostly evid 
in his narration of the Virataparva of the epic. It is gener 
felt that he worte Virataparva as if it is a Mahakavya with all 
literary skills. A comparative study of the BALABHARATA ; 
Tikkana’s ANDHRA MAHABHARATA reveals much influe 
of the former over the latter. It is in no way a blemish or a fault 
the part of Tikkana. He is the unrivalled poet of the Andhradc 
He might have read the BALABHARATA of Agastya writter 
Samskrita. Every verse of Tikkana exhibits his originality and si 
But underneath the monumental artistic structure of his wo 
traces of the blue prints of Agastya’s idiom are discernible. E\ 
Anandavardhana allows such a resemblance between poets and s. 
that, however the originality of a poet always predominates a 
almost submerges any guidelines he takes from the earlier writin 
Great poets may and often think alike even without having £ 
acquaintance with each other or with their respective works. E 
to later critics echoes and resemblances are discernible amonj 
different Kavyas. Because of the proximity in time and in pla 
of living (Andhradeia) influence of Agastya on Tikkana is qu 
possible. 
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Just like Tikkana, Agastya too devotes much skill and narrative 
in writing the story part of Virataparva of the epic. Agastya and 
Tikkana both adopt the technique of dramatic treatment in their 
respective works. In both the Kdvyas sequence of the entry of the 
five Pandavas is the same and it varies from that of the epic. In 
the epic DraupadI enters Viratanagara after the entiy of Bhima 
and the other younger brothers enter one by one afterwards. Both 
Agastya and Tikkana present the pen portraits of each of the , 
Pandavas from their respective points of view and style. Any 
poet of talent does the same. In doing so one need not look to 
or imitate some other. But in the following verses of Agastya and 
Tikkana resemblances and original treatments are both evident. 


STTipIl q,5:gcil€3i55|-vi«[rsn^ 1| (iQ - V) 

II (l 0 - 18 ) 


fepRiMf wnigqiEir^r ii (io - 19) 


n oj ej} &icJ 

SlPioorp, 

' eo 

SeiorP, 

iloM, &Pg3^ 

Seao?1(SfoduX)?^ 

c^?5D^odSo £5^^ k, ~h6 ^Cb<^^'0 Sj^. 

S5^GPdJo‘cooax) 

While describing the entry of Arjuna the details of the limbs, 
dress, ornaments, facial expressions and external form are described 
by both the poets in their own individual way. Agastya brings a 
simile and compares the form of Brhannala to (i.e.) half 

lady and half man form of God 5iva. And Tikkana takes the clue 
and describes the half masculine nature of Arjuna in the above 
verse. He describes just like Agastya the details of Arjuna’s form 
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and finally concludes the poem with a comparision of Arjuna to 
visnu in the disguise. He brings in Visnu where Agastya introduces 
Siva. 

Then in the epic Arjuna himself requests king Virata to entrust 
his daughter to his (Arjuna’s) stewardship to learn dancing. Then 
the king conducts scrutiny about the genuineness of the neuter 
gender of Arjuna and after confirmation of the same only he 
entrusts his daughter to the teacher. Agastya deletes this idea 
of examination conducted by Virata and Tikkana too avoids the 
same. In the following verse of BALABHARATA:- 
^ fgifqfwcn I 

W % wn ftSRfR II (10 - 20) 

tHTFFrf-'S): -tN511:51 <tl ddcb-Hcbi: I 

^ Trfq qtjgqqj II (io - 2l) 

Arjuna says that he is a dancer and he can train up girls in 
the art and if the king has any intention he (Arjuna) can train up 
the girls of the royal harem. 

Tikkana conveys the same .sense in the following poem. 

Here Arjuna says that he is a eunuch and has come to serve the 
king. He further expresses his talent in teaching dance to girls. Then 
in both BALABHARATA and ANDHRA MAHABHARATA 
king Virata without conducting any test entrusts Uttara to Arjuna. 
In the same context Tikkana goes eloquent and describes the girl 
Uttara in her beauty and full decoration. Some critics are of 
the opinion that by doing so Tikkana violated propriety in giving 
unwarranted detailed description of a girl in a royal assembly. Some 
are of the opinion that his description enhances the beauty of the 
poetic situation and exhibits the originality and skill of Tikkana. 
In this context the following verse of Agastya befits study and is 
quite relevant. 

yuHtRIH I 

aWki<'5-(F''^si:ni'|(^wrc;ViSti<iH II (l0 - 22) 
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Agastya's word simply suggests her heauty and lienee 

both propriety and originality are kept up. Probably taking clue 
from the same word of Agastya, Tikkana goes eloquent in giving 
a detailed description of princess Uttara. 


Later while describing the first impressions of Kicaka on seeing 
Draupadi Agastya writes the following verse 

^F?rF? W ^ff^TfTPq II (10 - 35) 

He says that Kzcaka becomes a target of the arrows of ("upid and 
also the target of Yama the God of death. This figure of speech 
Sahdkti suggests that the moment he falls in love with Draupacb' his 
(Kzcaka's) days are also numbered. The epic in this context uses 
the word to denote Kzcaka. And Agastya brings 

in God Yama and suggests Kzcaka’s inevitable death also. The 
following poem of 1'ikkana suggests the same idea exposing the 
parallelism between Agastya and himself. 


3. C5^3(±), 


2:bC:5 (!3 0*7^ 


Tikkana here compares DraupadTs beauty to a death noose 
and he also says that Kicaka being hit by Cupid was entangled in it. 
This idea corrosponds to that of Agastya mentioned earlier. After 
the above mentioned verse Agastya writes the following verse. 

felill'ai I 

WiirlSiWI ^cTlrRRT II (lO - 36) 

Here Agastya compares Kzcaka’s lust to a snake and desci ibes 
the sweat and faltering words of him as the results of a bite by such 
a snake. Here Kicaka sweats, shivers, and falters in speech out of 
the ecstasy of love for Draupadi. All these feelings are common to 
both love and fear in a person. Hence Tikkana takes the due from 
Agastya and intelligently introduces all of them in the frightened 
Draupadi of the same context in the following poem. 
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L 3ess:§ i3"3 Sdis 623(3 .'^os^oO^ 5'c(^o3 3Sbi3 S'333 
S33a(3SjC^oz33 eP3eo33Sqy>3j 230^3^ S^(ii>i33 ‘S 
33ji3 33^Cb 633 i5cs:33333 ^3 3o‘io233 2£io 

HcCson 3S3(3:632r«(£boE33 333 3^ 333333 So 33c23o 3 Cj3£ 

3. ^ocpO n;5o iT’^o csrb ;^cp»c3^:boodjo 'ojjo€!>^:^DC:ro^ 

;;bC3^5J)Sjactbs?c cjooO 

Here Tikkana describes alongwith reasons the sweat, astonish¬ 
ment, trembling, paleness of Draupadi and says that Kicaka mistook 
all these feelings and expressions as the resultants of [>raupa(ii’s 
love towards him. Thus the skill and originality of 'Tikkana are 
quite well illustrated by the following example also. 

While describinbg the dialogue of Kicaka to Draiipadi Agastya 
writes the following verses. 



^^rfw ^Fnpn ll (10 - 38) 

^ it\^ II (10 - 39) 

Tmrorra fro i 

^ 11 (10 - 40) 

In the first verse Kzcaka observes Draupadz’s beauty and asks 
her why she is neglecting it and suggests that she should respect him 
by her embrace. In the second verse he goes nearer and suggests 
to her to seek the company of some fortunate man and finally he 
asks her to speak sweetly to him and enjoy the pleasures of his 
royal palaces. 

Tikkana just puts all these ideas described by Agastya in a 
simple poem and writes as follows. 

c55d;5oCSd £5«7:5d g£b 3;;Sa "Sco 

v5tp 

Kicaka’s vision, his proximity, his desire to hear her words and 
his aspiration for bodily contaet of her are one by one descrilied 
by Agastya and all these are simply mentioned by Tikkana. 

Such of these details are not present in the epic and hence 
they suggest the influence of one poet over the other here. 
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On being disappointed Kzcaka approaches his sister asking 
her to help him in getting Draupadi’s company. 1'he queen as 
she probably knows his foolishness and brutality acts upon his 
word and tries to send Draupadi to his harem. Agastya and 
Tikkana both introduce here queen Sudhesna’s advice dissuading 
her brother from such an indecent act and such an introduction 


helps the propriety of the context. Here Agastya says as follows. 

gi: I 

^ wmm 5:fern ll (10 - 43) 


In it he suggests her logical dissuasion of Kicaka by a single 
word ^gRlcllRrH and also conveys her grief on hearing his 


mind. 

Probably with this as the clue, Tikkana expands the advice of 
the queen by writing many poems. Here for the dialogue between 
the queen and Kzcaka he devotes twelve poems and finally concludes 
with the following line 

which means that she spoke while trying to check the out flow of 
tears that filled her eyes. 

Finally the queen asks Draupadi to bring ‘madhu’ (liquor) 
from Kzcaka’s house. In this context the epic is silent regarding 
the immediate mental feelings of Draupadi. As the mention ot the 
latter enhances beauty of the Kavya Agastya introduces the same 
in the following words:- 

m Vifm i 

^ ^ II (10 - 44) 

Tikkana too conveys the same ideas in the following words:- 

. 

Here Tikkana says that Draupadi is worried much on being 
employed to do an indecent job like getting liquor. 

While describing the entry of Draupadi into the house of 
Kkaka the epic uses the words to denote the fear 

complex of Draupadz. In writing the same context Agastya extends 
the same idea of the epic by introducing a tiger therein. I le refers to 
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the cruelty of Kzcaka and Draupadi’s fear towards him in the word 
H and :ilso introduces his original idea hy writing 
the line ^ (10 - 46). 'I’ikkana conveys the same by 

combining both the ideas of the epic and the Bvll.ABII4RATA in 
his work and says that she enters the abode of Kicaka like a deer 
that enters the shrub wherein stays a tiger. I le writes as follows in 
this context. 

... 3dC5oCjo8»S3 

Agastya’s Kfcaka welcomes Draupadi with confusion and fal¬ 
tering gait due to overwhelming joy on her arrival. 

Hio-tpc-fT II (l0 - 47) 


Tikkana conveys the .same in the following line.s. 

... ‘i>©ozjo S^o.T'^Soff Sj«3ijoC)0 ‘iOtSwAPCdij 

Then Draupadz asks Kicaka to give ‘madhu’ as desired by 
Sudhesna. Then Agastya writes the following verse. 

^ HT ^FtfqgWIrll II (10 - 51) 


Kicaka says that she has not come there simply to take ‘madhu’ 
(liquor) but only to feed him with the nectar of her lower lip. 
The following lines of Tikkana bear a beauliful parallelism and 
originality also. 


ePe3«3 Scbfodfi.^oy'wJSSsoM 6©^ 5o3i 


The basic idea remains the same and the idiom and the ex¬ 
pression differ in both the Kavyas. Here according to Tikkana 
Kicaka exhorts Draupadz sweetly. He says to her that she has not 
come simply to satisfy the thirst of the queen but has come to fulfil 
the desire of her brother akso (Kicaka). 


When Kicaka tries to molest her, l)raup:idi runs away to the 
royal court. Then Kicaka drags her and kicks her in the open with 
anger. In this context Agastya writes the following verse. 

^ fri ’tIt r-RiHi'^wt i 

■ II (10 - 53) 
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He runs after her, gets her by hand and fells her down and 
tramples on her like a mad elephant that crushes a twig. In this 
context the epic only uses the words and simply conveys 

the idea of his kicking Draupadi 

The following poem of Tikkana echos the idea of Agastya and 
is also a beautiful extension of it proving the originality and the 
talent of the poet. 

GO 

S®<^c2joo.^ £j®eao^tic3 

fT^Soaio^dSod 

ano r^ro doiso^cs5x> m ^ocps 

eo V c/-® 

In the above poem Tikkana adopts the imagery used by Agastya 
and says that Kzcaka is like a mad elephant chasing after Draupadi 
who is like a moving twig. Further Tikkana extends the idea with 
many similies. In one line of the poem he compares Kicaka to a 
cruel demon and Drauapdi to a divine damsel. In the next line he 
compares Kicaka to a hawk and Draupadi to a docile serpent. In 
the next line he compares Kkaka to a wild cat and Draupadi to a 
bird (Sdrika). 

Bhima on seeing the insult done to his wife in his very presence 
gets angry. In this context Agastya writes that Bhima becomes like 
the wild forest fire as follows. 

Fhrcg m fOTFiT: i 

sItT^ II (10 - 55) 

Tikkana describes the anger of Bhima in the same context 
in an excellent manner using both word and sense to convey the 
same. The comparison of Bhima to the wild fire is common in 
both the poets. Agastya suggests it and Tikkana describes at it in 
the following poem. 



278 


ACIASTYAPANDI TA’s BALA BIURA’i 

» • 


■CSo. U®o c5orvoiiot5" 

oSSo?^ ^o\6 roOoo2X)CX> iOGPoCi C5oc5 S) 

['^^6 iScSibCS roo\ijfT® tiOe^CS i:bJ^0 63o. 

~o V. CyJ qs a— 

In the above poem Tikkana describes the ruddy, angry burnir 
looks, heavy perspiration and sweat, twisted eye-brows etc. of tl 
angry BhTma. After reading this poem anyone will feel that Bhin 
is burning like a wild fire with anger. 

Later on while writing the conversation between Draupai 
and Bhima Tikkana's poetry goes exuberant. Feelings of Draupir 
for her plight and that of her husband, her emotions, her sarcas 
and her intelligence are narrated in detail by 'Fikkana. In the san 
context Agastya indirectly suggests all these things in brief. 
While describing Draupadi’s departure to the kitchen at nig 


Agastya writes the following verse:- 
^ cT^ ^JFTfrl ^ 


:ii (10 - 61) 


Here Draupadi’s heart is filled with sorrow and Agastya coi 
pares it with the darkness that engulfs the night. 

Taking this as a clue Tikkana writes the following poem in t 
context of the description of the dawn of a later context. 

3. i)3«j02aSj ciioZXlii CSsCitM-CSa Sit^rotiio 

3 3iS3 3iPC5oco 


Agastya compares the grief of Draupadi to the darkness 
round. Tikkana too brings in the same idea of her grief hut 
poetically introduces the reactions of others over her giref. Sun 
the base is the same in both the cases, but the face lift given 
Tikkana is so new and beautiful that the base does not come cas 
to the reader’s mind. 


Later on according to the plan of Bhima, Draupadi conveys f 
acceptance to Kicaka and asks him to come over to the dance h 
that very night secretly. In this context Agastya writes the tollowi 
verse, describing the attitude of K’icaka on hearing Draupadi. 



WncTR: wmr^ ^ifNai'H ll (10 - 78) 

Here Agastya comments about (lie mental moods of the lovers 
on hearing the sweet acceptances of their beloveds. 1 le says such 
acceptances give pleasure more than the actual union with their 
beloveds. In an epitome Agastya can not go into more details 
of such points and so he just suggested the same. 1 aking this as 
the clue Tikkana goes eloquent in writing the anxious moments^ 
pleasent moods, assumed feelings of fulfillment and disappointment 
of Kzcaka at length. I le writes more than twentyfive poems in this 
context. 

When Kicaka approaches Bhfina lying in the bed in the guise 
of Draupadi, Agastya writes the following lines 
m h (iq - 88) 

^ 5 ^ oBpER ^ FRfgT: I 

q[q|II (l0 “ 89) 

Here Bhima speaks sarcastically. He says that Kicaka is 
ignorant of his (Bhima’s) nature. And further that Kicaka should 
not think that she (Bhzma) is an ordinary lady and adds that Kicaka 
is going to get pleasure equal to that of the embrace of the divine 
damsel Rambhd. Here it is cleverly suggested that Kicaka is going 
to be killed by Bhzma’s embrace. The following poems of'Hkkana 
resemble the above verses of Agastya. 

3. 

CPD d!btio .IS 

So. aT«63x)<doo h ^ 

U oJ CO 

^c3Cb3ooo^d(Sr^ BcCb dSooOGJ) lb!bO tSo'lo 

So.. SociduOO (CcO'^O.OOMcJ^i U)“o^aT® dvcij C,.0(v)0 

eo a_> 

cs^ 5 $a;So j:)3 idoS' 

rrs 

The idea of the word of Agastya is conveyed in the 

word Dg ij5Sj :Ds^d (cittabhavavikdra) of Tikkana. 'I’he idea of the 
Agastya's words RT g ^ is clearly conveyed in 

the following interrogative words of Hkkana. ^;|jd:::b 2 Doo 
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idjj eSooaos which means with whom (ladies) are you thinking 
of equating me. (Bhima in the guise of Draupacii). The idea of 
the words of Agastya is indirectly suggested in the 

following words of Tikkana Sodcsio wSjiSoroo.teii 

63i53o which means that Kicaka will not live further to think 
of union with any other lady after the union with her (Bhinia). 

This type of narration and expression are not to he found in the 
epic and hence it is the speciality of these two poets. The parallelism 
between them is quite evident and yet Agastya and I'ikkana could 
exhibit their own individual specialities and originality in their 
respective verses. 

While describing the duel of Bhima with Kicaka Agastya writes 
the following verse in BALABHARATA. 

II (10 - 92) 

This simply conveys that both of them fought a silent battle. 
The same idea of this verse is clearly conveyed in the following 
poem of Tikkana illustrating the parallelism. 

In this poem Tikkana conveys the nature of and the reason 
for the fear of fighters. Ktcaka fears that his defeat and insult 
will be exposed to all and Bhima fears that their principle of living 
incognito will be broken. Thus here Tikkana extends on the idea 
of Agastya. 

At the end of the tenth canto, while describing the fight 
between the armies of king Virata and the king 'I'rigarta Agastya 
writes the following verse. 

Here Agastya says that the sounds of the war drums are over 
powered (were not heard) by the sounds of the heads that fall at 
the strokes of the arrows from the bows. Such is the fierce nature 
of that battle. Peculiarly enough in de.scribing the same context 
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Tikkana too uses similar imagery with a variety and a novell 

£LC3Sr»;r»S4ai83jo?p5S(:;^Sc3a» 

CcalSo fflo-Sag 5^ S 3dS atrueSj^a^^El 

Here the shrills of the buggies over powered the sounds of \ 

If we examine such resemblances between the two we ai 
to believe that Tikkana has seen Agastya’s BALABHARAT. 

As mentioned earlier the process of give and take am 
the wirters is natural in the literary field. But the originalib 
the talent of every great poet will be quite evident in his compos 
When the original theme is famous and provides the base for b 
more works the influence of one work over the other is invei 
and in such cases as Anandavardhana suggests the poet of t 
should bestow much attention to bring in variety and beauty 
to his own composition. So long the mind of the poet is ag 
copying the ideas of his earlier writers, his composition, b; 
grace of the Goddess of speech will maintain its special char 
spite of its resemblances with earlier works. 

As this is a critical analysis of a Kavya the resemblance 
microscopically exposed. Yet every verse illustrated in the a 
pages has got its own unique flash and charm irrespective ( 
resemblances with other poems. Finally it will be apt to enc 
chapter with the following verse of Anandavardhana. 

Firaf: I 

^ ^ n («5RTT^: 4-4) 

“Even the same subjects of description in poetry will sf 
forth new charms when they get into touch with sentiments, 
as the same tree appears quite new and beautiful with the ac 
of the spring season.® 

® spcg | 

y<i4ld II (td-qicilch: 4 - 17) 





BHARATAViKYA: 

^ T33 ^fTTOcCTRif^ ft5®IFFR<2?: II 15-18) 

“Agastya is an adept in the intricacies of literary art and 
shines as the crest-jewel amongst the scholars”. Thus says 
Rajacudamanidikjita the famous critic and a prolific writer of 
South India. The present work, it is hoped, will substantiate 
fully the above observation of him. After going through this criti¬ 
cal study of BALABHiRATA a Sahrdaya may get a positive peep 
into the depths of the literary personality of Agastya. 

The greatness of any Kavya can be well estimated with ref¬ 
erence to the times in which it is written. During the middle 
ages when the Samskrita writing was pacing laboriously through 
a morass of decadence, the advent of BALABHARATA on the 
scene with its sweet and lucid expression provided a literary boost 
to the Muse of the day. When pedantic preoccupations and ex¬ 
hibitionism of erudition were confining the poetic art to artificial 
privacies of the royal courts Agastya brought in a fresh breeze of 
sublime sentiment, ennobling idealism and invigorative charm and 
xagrance of literary spring on to the portals of Samskrita writing. 

It is quite well known that Rasa is the life of poetry. Out 
if the nine Rasas accepted by scholars the position of .Santa is 
puite different. Its success as a chief sentiment in a Sravyakavya 
s doubted by many rhetoricians of Samskrita. So far no other re¬ 
nted Mahakavya in classical Samskrita is known to convey the 
)liss of Santarasa mainly. Even after the assertion and guidance 
irovided by Anandavardhana not even a single Kavya written bas- 
ng on the MAHABHARATA story conveyed Santarasa through 
ts narration. Really it was an uphill task and in the porcess Agastya- 
landita came out with flying colours. Peculiarly in this Ksvya 
\gastya through his narration rouses the interest of the reader for 
1 life of virtue, valour and adventure and yet gradually he educates 
lis reader about the true natue of the human life and the world 
.round and finally makes him realise the transitory nature of the 



lane pursuits of men. And in this attempt Agastya makes 
the possible devices and literary techniques. 

/arious poetic excellences and figures of speech are a] 
duced with precision and porpriety. Lucidity of express! 
mess of the ideas brought in by Agastya here quite an 
home the essence of the message of the great epic to 
of an ardent reader of this Kavya 
Agastya by writing this Kavya advanced a step further in r 
the cherished ambition of his human existence. Through 
a he successfully repays the Rsi rna. This BALABHARA 
le of the best epitomes of MAHABHARATA and prob 
)est that conveys the entire essence of MAHABHARAT^ 
lort a compass with so beautiful a mould and with so s\ 
lucid expression. 

Finally it will be proper to conclude the present work 
following verse of Agastya himself. Here Agastya says tf 
escribing the details of the life and activities of Pandavas 
the words of the poet but also the life of the Sahrdaya 
eciates the quality of such narration is also sanctified", 
stya’s cherished hope be fulfilled by the divine grace ol 
lighty in this chosen land of Bharatavarsa. 

^ ^ir[1?rt5r qRcft w ^ tpqRpf ?fBr?racnH ii (2 - 94 ) 


^ ^ ^ 
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